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THE GREEK SOURCES OF THE NEW LITERARY EITnffiNISM 
I. Introduction 
II. A study of Greek humanism may be made by tracing: 
Page I 
. A. Its philosophical background as expounded by Socrates, 
Plato, and Aristotle, which emphasizes certain main 
points: 
1. Dif:f'erence between man and nature. 
2. Dualism o:f' human consciousness. 
a) This dualism is demonstrated by Plato's 
theory of difference between 
(1) Happiness and pleasure 
(2) Morality and virtue 
(3) Knowledge and opinion 
b) It is used by Aristotle as the foundation of 
his system of ethics. 
3. Freedom o:f' the will within limits 
4. Expression of purpose in the universe 
5. Existence of values in life 
6. Discipline toward self-perfection 
B. The contributions of the Greek literary critics: 
1. Aris tophanes ( 448.-380 B. C. ) , who 
a) Stated the fundamental problem of criticism 
b) Expressed a preference for those writers who 
selected noble subjects and treated them in 
an elevated style. 
2. Plato (428-348 B. C.), who 
a) Recognized the process of imitation as 
fundamental to art, though holding a 
peculiar conception of it. 
b) Accorded a high rank to ideal.beauty in 
his aesthetic theory. 
3. Aristotle {384-322 B. C.), who in his Poetics 
and Rhetoric analyzed the experiences common to 
all Greek writers and laid down the following 
principles: 
a) Imitation is a creative act 
(1) Being common to all the arts. 
(2) Differing in respect to medium, ob-
jects imitated, and manner of execu-
tion. 
b) The plot of a story is of supreme importance 
and has certain definite requirements, these 
being: 
(1) An action that is serious. 
(2) Complete in itself, a unity. 
(3) Of a certain magnitude. 
c) Actions spring from two natural causes, 
character and thought. 
d) Poetry is philosophical, dealing with truth 
rather than with fact, with the universal 
rather than the particular. 
e) Characters should comply with four re-
quirements: 
(1) They should be good. 
(2) They should be appropriate. 
(3) They should be true to life. 
{4) They should be consistent. 
II 
f) The poet should work objectively. 
g) The style should conform to the dignity 
of the action. 
h) The portrayal of truth calls for the use 
of illusion. 
1) The aim of poetry is to please. 
j) Poetry should be judged according to its 
own laws and on its own assumptions. 
k) Sympathy with and knowledge of an author's 
point of view are necessary for a correct 
interpretation of his work. 
1) In estimating-literature appeal should be 
made to trained judgment. 
m) A regard for tradition has a wholesome in-
fluence on an author. 
4. Demetrius (345-283 B. C.), who in studying the 
needs of a satisfactory style, brought out the 
following points: 
a) Selection of material is necessary. 
b) Expression is secondary to form and must 
be appropriate to it. 
c) Charm of style is due to an undefinable 
element of personality. 
5. Dionysius of Halicarnassus (50-7 B. C.), another 
scholar of style, who also maintained that: 
a) Material should be chosen according to an 
author's needs. 
b) An appropriate relation should be maintained 
between the subject-matter and expression. 
c) The best writers of the past furnish an 
example to those of the present. 
III 
----~ 
-----------------~ 
IV 
6. Longinus (213-273 A. D.}, who in his essay~ 
the Sublime made the following contributions to 
literary criticism: 
III. summary 
a) The greatness of poetry rests finally on 
its sublimity, which is a "certain dis-
tinction and elegance in expression." 
b) The effect of sublimity is not to persuade, 
but to transport. 
c) The natural gifts of the poet are fundamental, 
but nature must be supplemented by art. 
d) There are five principal sources of the 
sublime: 
(1) The power of forming great conceptions. 
(2) Vehement and inspired passion. 
(3) Due formation of figures of thought 
and of expression. 
(4) Noble diction. 
(5) Dignified and elevated composition. 
e) Organic unity of composition is another 
source of the sublime. 
f) Judgment of style is the final reward of long 
continued practice. 
g) Repetition and survival are tests of great-
ness in literature. 
h) A study of the work of authors of recognized 
greatness is of great value to the aspiring 
author. 
) 
~--~ ~~~-------------------
I. Introduction 
This thesis proposes to examine the Greek sources of the 
new literary humanism. For a comprehensive survey of this 
subject three main divisions of the work are necessary; namely, 
an exposition of Greek humanism, an investigation of the recent 
humanistic movement in literary criticism led by Irving Babbitt 
and Paul Elmer More known as the new literary humanism, and 
a comparison and contrast of the two. Such an undertaking is 
too extensive for the limits of this thesis, so it is confined 
to the first of the three divisions and deals solely with the 
Greeks. In the summary of this paper the main contributions 
of the Greeks to the new humanistic movement are indicated 
and a word of appreciation and recognition of the indebtedness 
of the leaders of the recent movement to the ancients is also 
expressed. Besides reviewing the material already covered its 
relation to the remaining divisions of the work is thus in-
dicated. This particular section of the work. begins with a 
brief explanation of the term "humanism" after which it traces 
the development of humanism in the philosophy and literary 
criticism of the Greeks. It does not aim to give a thorough 
explanation of all that Greek humanistic philosophy implied, 
but only a sufficient background for the study of humanism in 
Greek literary criticism. Neither does 'it aim to present a 
detailed study of all the minor contri~utions of the Greek 
critics; it deals only with the larger principles which they 
developed and which became the groundwork or foundation of 
humanistic thought about literature·. 
1. 
1 
Humanism is a term that is applied to the study of man 
as a creature at war with himself in an effort to subdue his 
lower nature and bring it into harmony with his higher or 
spiritual self. It is concerned primarily with the self-
perfecting of the individual rather than with society at large, 
feeling that the combined efforts toward self-improvement on 
the part of many individuals will ultimately result in an im-
proved society. It recognizes two elements in the individual, 
2. 
one the realm of sensations and desires which are purely arbitrary 
in their seeking for expression, the other a power of control 
which may by repeated exercise regulate and subdue the lower ele-
ments, so as to bring about order and stability of character. 
Humanism regards this self-attainment or self-realization as 
man's essential concern and recognizes that it implies a freedom 
of the will on the part of the individual to choose between the 
two powers and a definite responsibility for choices made. In 
practice it adheres to a discipline of the lower nature by the 
higher and emphasizes continued growth ·toward the idBal of 
human perfection. Humanists in general, for the sake of clear-
ness. in discussing man's experiences, regard life as taking 
place on three levels of existence or planes of being, the 
purely natural, the human, and the superhuman or divine. The 
l.This is a brief summary of the fundamental ideas of the new 
humanists as worked out particularly by Irving Babbitt and 
Paul Elmer More. They are to be found throughout the writings 
of all the new humanists but are summarized by Norman Foerster 
in his 
Amer~can Criticism, pp. 223-261 and also in his 
Toward Standards, PP• 136-197. 
world of science, dealing with physical things, is concerned 
purely with life on the natural level, the world of man in 
his relations with his fellow men is lived on the human level, 
and the world of spiritual insight and religious experience 
has to do with the supernatural. These levels are not in-
dependent of one another but form a series of steps or gradations 
in ascending order from pure animal existence through the human 
to the purely spiritual, but man's essential problems are met 
and solved on the second of these levels. With this plane of 
being the humanist is primarily though not solely concerned. 
He aims to discover and put into practice the highest type of 
earthly existence for human beings. 
A humanistic philosophy is interested chiefly in the study 
of human actions and differentiates man.from the phenomena of 
nature by the possession of his peculiar power of control and 
relates him to the divine by the degree to which he exercises 
it. Humanism does not completely suppress the lower nature 
in favor of the higher; it merely regulates one by the other 
and only to the extent that experience has proved desirable 
for a superior earthly existence. Supreme emphasis is placed 
on conduct, hence the conception of reality or idea of the 
nature of things held by humanistic philosophers is referred 
to as ethical or moral. A humanistic criticism is interested 
primarily in studying literature as an expression of life and 
in comparing the view of life depicted by an author with the 
humanistic view held by the critic. The author in question is 
rated high or low in accord with the degree to which he has 
given adequate artistic expression to this conception of truth. 
3. 
J 
-~~. ------~--
Therefore, before examining the crit:tcal principles advanced 
by the Greeks, it seems advisable to examine their philosophical 
background, the conception of reality or idea of the nature 
of things, the fundamental truth on which their literary 
principles were based and in accord with which they developed. 
It is obvious that one cannot stand independent of the other. 
4. 
---c-============~-------------- --
5. 
II. A study of Greek humanism may be made by tracing. 
A. Its philosophical background as expounded by Socrates, 
Plato, and Aristotle, which emphasizes certain main 
points. 
Three names, Socrates, Plato, and Aristotle stand forth as 
exponents of the humanistic philosophy of ancient Greece. A brief 
sketch of their principal activities will serve to show their posi-
tion in the Athenian life of their day and to bring out their rela-
tion to one another in time and thought. Socrates {469-399 B. c.) 
was the son of an Athenian sculptor who early abandoned his father's • 
occupation for the more interesting pursuit of philosophy. In time 
_he became the leading figure in the Athenian agora or market-place, 
constantly engaging others in conversation until his questioning 
manner became an annoyance to both his friends and enemies. The 
pithy quotation "Know thyself" is expressive of his aim, and his 
questioning method signified his unending search for truth and 
skeptical habit of mind. When the Delphic oracle proclaimed him 
the wisest of men he explained its answer by saying he was wiser 
than other men in knowing that he was ignorant of many things which 
others blandly professed to know, he knew that he was ignorant while 
others thought they knew~ His doubts did not resolve themselves into 
a philosophy of pure scepticism, however, for Socrates did claim to 
have definite knowledge of moral truth, that is, of right and wrong. 
He sought knowledge, not merely for the love of its pursuit, but for 
the practical direction of life in Athenian society, and felt that 
when such knowledge was actually acquired by men it was at the same 
time practiced by them, hence his emphasis on the identification of 
virtue and knowledge. Though Socrates left no written record, his 
thoughts have been preserved for us by the most gifted of his pupils, 
Plato, and enlarged upon by both him and Aristotle. 
Unlike Socrates who belonged to the common people of Athens, 
Plato (427-347 B. C.) was aristocratic both in descent and in his 
habit of mind. He looked with disdain upon the pursuit of manual 
occupations, ignored the masses, and lived a life of scholarly de-
tachment from the political concerns of his city. He studied phil-
osophy from a love of the search for truth and while the oretically 
he believed it sho~ld function in the concerns of daily life, he did 
not emphasize its relation to the practical needs of the Greek state 
as it existed in his time. He fir.st came under the influence of 
Socrates when about twenty years of age, and remained with him until 
his death eight years later. He was one of his more intimate disci-
ples, and through him we have what knowledge we possess of his mas-
ter's teachings. Plato was occupied with the same problems as 
Socrates and developed and organized his ideas into a complete sys-
tem which he recorded in the form of dialogues, making Socrates the 
spokesman of his opinions, thus acknowledging his indebtedness to 
him. In 387 B. c. he established a school in Ath~ns known as the 
Academy, where Aristotle, the most famous of his pupils, came to 
study. 
• Aristotle (386-322 B. C.) was born in Stagira but spent the 
greater part of his life in Athens. Following his period of study 
under Plato, he further developed his teachings and organized his 
own system of philosophy, attempting to piece together those parts 
of Plato's thinking that to him seemed incomplete. In addition to 
his high rank in philosophy he is most widely known as the teacher 
of Alexander the Great and the founder of a school of his own in the 
walks of the Lyceum in Athens. Aristotle was chiefly analytical in 
mind \Vhile Plato was synthetic. He analyzed and classified while 
6. 
Plato organized and unified. Nevertheless their interests were 
very similar and while Aristotle did continue the development of 
the ideas he received from Plato his writings do not reflect so 
much a difference of opinion from his master as they illustrate a 
difference in point of view between the analytical and synthetic 
types of thinking. Their conclusions, for the student of humanism, 
may be found in the Platonic Dialogues and the Aristotelian Ethics 
and Politics. 
1. Difference between man and nature 
An examination of these records reveals that the Greek concep-
tion of reality was essentially ethical. Its central interest was 
human conduct by responsible beings who had within themselves the 
means for attaining the highest goal, the happiness that results from 
right action or moral choice according to the dictates of reason, 
man's distinguishing gift. Greek philosophy considered man separated 
from the rest of nature by the possession of certain definite human 
qualities. The exercise of these gifts constituted his moral life 
and the power to use them was peculiar to him alone; they were what 
distinguished him from the animals and what made him human. While 
animals acted purely from instinct solely for the purpose of physical 
satisfactions, man acted from the dictates of a higher force mainly 
for the purpose of ethical satisfactions. The realm of ethics was 
his peculiar domain. There was nothing in nature which corresponded 
to this peculiar power in man or which could serve as a guide in 
solving problems of conduct. Right and wrong were terms that had 
no counterpart in nature, but were experienced only by man. The 
avoidance of evil and the attainment of good were the specific human 
problems. This difference between man and nature was fundamental 
to Greek thought. 
7. 
8. 
Though Plato emphasized·the conflict within the nature of man 
more than he dwelt upon the difference between man and external 
nature, nevertheless this difference was inherent in all his phil-
oso.phy. The inner conflict or dualism of consciousness that he 
~ 
discovered within man was what in one element of his being related 
him to the physical universe and in the other element separated him 
from it and related him to the divine, thus the double nature within 
him proved this separation. In several places in his Dialogues he 
stated that man's soul was his chief characteristic. He said, "Of 
all the things which a man has, next to the Gods, his soul·is the 
most divine and most truly his own. Now in every man there are two 
parts: the better and superior, which rules, and the worse and 
inferior, which serves; and the ruling part of him is always to be 
preferred to the subject.•• 1 He devoted his whole philosophy to a 
search for moral truth, and expressed it in his system of Ideas or 
intellectual conceptions of the nature of reality at the head of which 
he placed the Idea of the Good personified by God. The pursuit of 
this higher truth he considered man's highest work since it was con-
cerned With that realm of being which was experienced by man as man 
and which was not shared by him with anything else in nature. 
Aristotle expressed this ·difference more definitely by stating 
2 that reason was man's distinguishing characteristic. The Greeks con-
1. The Republic£! Plato, tr. by Benjamin Jowett, V., 726 
/ 
All references to the dialogues of Plato are Jowett translations. 
2. Nicomachean Ethics, Everyman Ed., I., 1098a; VI., 1139a; IX., ll66a 
• 
sidered the intellect or the reasoning faculty man's highest gift, 
the rational and intuitive part of the soul, the part that controlled 
his moral actions. Because of this division in the soul between 
9 • 
pure intellect and the desires and impulses which are subject to it 
Aristotle divided virtue into two kinds, which he· called .. intellectual," 
pertaining to the life of reason, and 11 moral," pertaining to the con-
trol of the desires and impulses. The highest virtue therefore con-
sisted in a life of contemplation or inner activity of the mind. He 
said: 11 But such a life will be higher than mere hur.Ian nature, be-
cause a man will live thus, not in so far as he is man but in so 
far as there is in him a divine Principle: and in proportion asthis 
Principle excels his composite nature so far does the Working thereof 
excel that in accordance with any other kind of Excellence: and 
therefore, if pure Intellect, as compared with human nature, is di-
vine, so too will the life in accordance with it be divine compared 
with man's ordinary life. Yet must we not give ear to those who 
. 
bid one as man to mind only man's affairs, or as mortal only mortal 
tbings; but, so far as we can, make ourselves like immortals and 
do all with a view to living in accordance with the highest Princi-
ple in us; for small as it may be in bulk yet in power and precious-
ness it far excels all the other parts. In fact this Principle 
would seem to constitute each ·man's ~Self,' since it is supreme and 
above all others in goodness. • • • Such then is to Man the life in 
accordance with pure Intellect (since this Principle is most truly 
Man), and if· so, then it is also the happiest.il 1 
1. Ibid., X., ll??b, 1178a 
10. 
It was the .possession of this gift that to Aristotle, distinguished 
man as man, and separated him from all other creatures. The exercise 
of this faculty by man was necessary to give him the particular 
kind of ethical satisfaction that his nature required. Regarding 
this he said, "Now if Happiness is a Working in the way of Excellence, 
of course that Excellence must be the highest, that is to say, the 
Excellence of the best Principle."1 and also, "By Human Excellence 
we mean not that of a mants body, but that of his soul; for we call 
Happiness a working of the Soul. 112 
~. Dualism of human consciousness 
As already indicated Greek philosophy found this fundamental 
difference between man and nature experienced mentally or psycholo-
gically as an inner conflict in human consciousness. Plato is 
creadited With the discovery of this dualism within the soul of 
man on which his whole system of philosophy is built. He stated 
definitely the two fold nature of every ~an's being,3 one part con-
sisting of an ever changing flux of emotions and sensations, .and 
the other a unity or moral principle above the sway of desires. The 
former was the variable element in personality, the latter what 
tended toward stability and exercised a power of control over the 
former. The experience ,of each individual in his response to external 
stimuli which we speak of as sensations and his emotional reaction 
1. Ibid. , X. , 1177a 
2. Ibid., I., ll02a 
3. ~~ v., 726, 727; Republic, v., 726 
11. 
to his environment in the for~ of feelings and desires, according 
to Plato, is of a conflicting and changing nature, lacking stability, 
varying in different individuals, and from moment to moment ~n the 
same individual. These sensations give us our impressions of the 
many or particular elemen~s of the universe. On the other hand there 
is also experienced in each individual a pcmer of control that 
overrules our sensations and desires, that decides between con-
flicting impulses. and harmonizes our personality so that it func-
tions as a.unit. This element of Oneness is that part of the self 
that is superior or divine in essence being of a different nature 
·. 
from and independent of the lower element. Through the exercise 
of this higher part of our nature we attain knowledge of the Oneness 
or universal elements in reality which culminate in our conception 
of God. 
a} This dualism is demonstrated by Plato's theories 
of difference between 
1. Happiness and pleasure 
Plato recognized the interrelation between the higher and lower 
parts of the soul without explaining one in terms of the other. He 
maintained that this distinctfon was discernible to the individual 
in the difference in feeling experienced between the satisfaction 
resulting from the proper gratification of desires or "pleasure," 
and the satisfaction resulting from obedience to the moral principle, 
or "happiness. ttl In the second book of the Republic he contrasted 
1. Gorgias, 4'70 
----------------------------------~------------===~ 
12. 
the unjust man who possessed all possible worldly pleasures with 
the just man who lacked all of them to prove which was really happy. 
He endowed the unjust man not only with all possible worldly gifts 
such as health, wealth, friends, s uccess1 social and political power, 
and various others, but also with a reputation for integrity of 
·character and uprightness of conduct so that in the eyes of his 
fellow men he might seem the very paragon of virtue. The just man, 
on the contrary, he afflicted with all manner of wretchedness and 
ill fortune and made him the victim of unjust accusations that he 
might bring out all the more clearly that in spite of his lowly ap-
pearance and unfair reputation he was the genuinely happy man while 
his successful neighbor was in reality most miserable. In this way 
he showed that no sum of pleasures, however great, could equal the 
experience of happiness as a feeling of ethical satisfaction, for 
the difference was one of quality rather th~n of quantity, and proved 
a similar difference in kind between the motives from which they 
sprang and also between the activities to which they led. The term 
pleasure is here used in the sense of enjoyment or satisfaction, a 
gratification of some desire whether of the body or the mind, in 
opposition to the feeling of pain or lack of such gratification. 
In the gratification of some desires, pleasure might prove to be an 
evil, and it is here that the power of discerning between pleasures 
steps in. Not all pleasures are alike; they differ in quality as 
well as quantity. All thoughtful persons will grant that pleasures 
of· the mind are superior to those of the body, and the gratification 
of that pa~ticular part of the mind which is higher necessarily re-
, -sults in virtue of a higher type, in true wisdom, or happiness. 
Just as in Pla tots psychology the two parts of the mind are distinct 
and different in: nature, so the kinds of satisfaction experienced as 
a result of the functioning of each are essentially different~ 
2. Morality and virtue 
Plato expressed the difference between these ac ti vi ties 
implicitly in his thought, but he did not always declare himself 
explicitly because of his occasional failure to use discriminating 
terms. These ideas may be expressed by the terms uvirtue" and 
"morality. 11 Morality he sometimes referred to as wisdom (~) 
especially when speaking of the individual, and at other' times as 
justice (Republic) used more commonly when speaking of society. 
The proper control of each desire resulted in a particular virtue, 
such as the control of the desire for food and drink resulted in 
health, the control of one's desire for daring in bravery or the 
control of one's desire for knowledge of a certain kind in skill 
in a particular art. But the exercise of the higher principle of 
the soul resulted in morality toward which the separate virtues 
inclined, but which transcended all of them and which manifested 
itself in knowledge of a certain kind. This knowledge of moral 
happiness could not be taught by one ·man to another, it was intui-
tive, it differed in extent in different persons, but was capable 
of being realized by the individual in so far as he made an earnest 
effort to attain it. It was what each man experienced when he was 
guided in his actions by fidelity to the higher principle within 
him. 
13. 
Just as each particular virtue as courage, or temperance, or 
modesty was the result of a certain control exercised by the indivi-
dual in the· expression of his desires, so)lltr this principle of con-
trol the virtues were related to the principle of·morality, even 
though it functioned in a different field of experience from them. 
14. 
Virtue was therefore the regulation of the lower part of the soul 
· by the higher in the experiencing of desires and sensations that 
resulted in our knowledge of the many things that take place in 
our experience as living personalities. Morality was the function-
ing of the higher part of the soul in its own particular sphere 
irrespective of its work as a controlling agent of the lower part 
of our nature. It was purely contemplative and consisted of inner 
activity on one's own being rather than outer activity one one's 
environment. From it we derived our impressions of the One or 
unifying and guiding element of the universe. It was what each 
man must experience for himself, but which also was recognized by 
those who experience it to be most alike or universal in all men. 
From it were derived those higher principles that govern our 
communal life and unite us in spirit through the common bonds of 
the various arts and the spirit of true religion. 
3. Knowledge and opinion 
The extension of his principle of dualism into his theory of 
two kinds of knowledge was a logical conclusion to Plato's primary 
position. Both kinds of knowledge were the result of the activity 
of the intellect, but the intellect or reason was regarded as 
possessing two distinct kinds of powers, one a power of calcula- · 
tion and deliberation, of sensing likenesses and differences and of 
weighing and considering matters, the other an intuitive or super-
senuous power of immediate di~~ernment of moral truth. In his 
search for the true nature of things Plato first observed the 
difference between particular objects of a certain class, such as 
the different kinds of rock, or between subjective ideas in the 
minds of different men, such as the different opinions men have of 
what constitutes good government, and he aimed to get behind all 
these particular ideas .to the real truth of vvhat was fundamental to 
all rocks or to all ideas of good government, that is, to the 
universal element they possessed in common. The expression of this 
universal element constituted the "Idea" of the particular thing. 
This search led him to discover that knowledge might be classified 
according to its degree of certainty and a scale of values might be 
established at the head of which he placed the Idea of complete 
goodness or perfection as exemplified by God. Thus ideas pertaining 
to goodness or morality were less a matter of opinion and more a 
matter of intuition, that is, of immediate perception and understand-
ing. 
15. 
Pure knowledge or ethical intuition was a manifestation of 
morality and a condition of happiness, a realization and inward 
assurance or certainty that one was acting in accord with the "un-
written laws in the heavens," while opinion or understanding of 
physical phenomena was an accumulation of generalizations of the 
intellect or conclusions drawn from the accumulation and interrela-
tion of sense impressions. Opinion was made up of a set of hypotheses 
or formulae for expressing the observed relations of physical things 
as they were experienced by man through his senses and organized 
into thought concepts. or general ideas by his reasoning power Which 
tended to classify things according to their likenesses and differences. 
This type of knowledge was subject to change due to the discovery 
of new elements and more accurate observation. It was concerned 
with the realm of the many, made up of particular objects and ideas, 
and those elements of personality by which men differed from their 
fellow-men. Pure knowledge, on the contrary, was positive and certain 
and was concerned with the realm of Oneness or spiritual nature of 
man, that part he possessed in common with his fellow-men and by 
whic~ he was like unto the gods. 
The highest or ultimate Ideas, as Plato conceived them, were 
not intellectual generalizations based on sense perceptions, but 
16. 
. intellectual understandings in the sense of ethical concepts or 
entities known to man by his intuitive affirmation of moral truth, 
the result of an act of obedience to the Delphic command, "Know 
theyself," which resulted in the highest happiness, beauty of spirit, 
expressed by the Greek identification of the beautiful with the good. 
The intuitive affirmation of spiritual truth was the working of the 
infallible guide to right action in cases of conflicting calcula-
tions of the reason. When deliberative reason might have persuaded 
Socrates to accept the offer of Crito in the Athenian goal and escape 
death, intuitive reason decided the matter immediately and undoubted-
ly in favor of remaining. In the conversation invented by Socrates 
which Plato uses to bring forth his acceptance of this guide the laws 
of the city are made to say;; 
"Listen, then, Socrates, to us who have brought you up. Think 
not of life and children first, and of justice afterwards, but of 
justice first that you may be justified before the princes of the 
world below. For neither will you nor any that belong to you be 
happier or holier or juster in this life, or happier in another, 
~--- if you do as Crito bids. Now you depart in innocence, a sufferer 
and not a doer of evil; a victim, not of the laws but of men. But 
if you go forth, returning evil for evil, and injury for injury, 
breaking the covenants and agreements which you have made with us, 
and wronging those whom you ought least of all to wrong, that is to 
say, yourself, your friends, your country, and us, we shall be angry 
with you while you live, and our brethren, the laws in the world be-
low, will receive you as an enemy; for they will know that you have 
-------
17. 
done your best to destroy us. Listen, then, to us and not to Crito," 
and Socrates himself comments, "This dear Crito, is the voice which 
I seem to hear murmuring in my ears, like the sound of the flute in 
the ears of the mystic; that voice, I say, is humming in my ears, 
and prevents me from hearing any other. And I know that anything 
more which you may say will be in vain. Yet speak, if you have any-
thing to say." 
Crito: I have nothing to say, Socrates. 
~ocrates: Leave me then, Crito, to fulfil the will of God, 
and to follow whither he leads~ 1 
r 
b) It is used by Aristotle as the foundation of his 
system of ethics. 
Arfstotle undoubtedly derived this principle of dualism in 
human nature from Plato. In explaining the nature of the soul he 
maintained that it consisted of two principles, the rational and 
irrational. 2 The former or rational element was likewise divided 
into two natures, the higher or intuitive faculty, 11 that which is 
apt to know,u and the lower or deliberative faculty, "that which is 
apt to calculate."3 In his Politics he said, "In the soul nature has 
4 . 
planted the governing and the submitting principle. 11 He recognized 
the distinction between conclusions drawn from reasoning as delibera-
tion and those perceived by immediate intuition. The former he 
called practical wisdom and the latter first principles.5 The former 
1. Crito, 54 
2. Nic. Ethics, I., 1102a, 1102b 
3. Ibid., VI., 1139a 
4. Politics, Everyman Ed., I., 1260a 
5. Nic. Ethics, VI., 1140b, 114la 
varied with circumstances but the latter was absolute. He main-
tained in several passages in the Nicomachean Ethics that there 
were qualitative differences in pleasure and he gave the highest 
place to the exercise of the reason or the higher part of the soul 
in a life of contemplation. 1 This understanding and experiencing 
of ethical..satisfaction in the sense of inner activity and not 
merely passive enjoyment constituted true happiness. 
18. 
Aristotle tried in his system of philosophy to bridge the gap 
between the universal and the particular which he found in the sys-
tem of Plato. For him the general concept or Idea had no meaning 
apart from particular things and he stated that the universal existed 
in the particular and because of its existence in particular things 
each object or phenomenon had meaning for the human mind. For Plato 
ideas or universals possessed objective reality apart from particu-
lar things; in fact to him they were the only reality while particu-
lars were mere shadows of reality. Aristotle felt that if this were 
true it would be impossible for the human mind to conceive such ideas, 
since the mind dealt first of all with particulars, hence his ex-
planation of finding the universal in the particular. Plato's idea 
of reality was absolute in the s.ense of a static unchanging nature 
while Aristotle considered all things in the process of changing 
or developing, their growth aiming toward the fulfilment of a 
particular end. Nevertheless their essential or universal charac-
teristics remained the least subject to change since they encompassed 
the general qualities of a particular thing through a long series of 
changes in its growth, as for example, the notion of a particular 
plant from its germination in the seed to maturity, or the development 
1. Ibid., I., l095b, 1096a 
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or the personality of an individual from its infancy to manhood. 
Plato felt that the nature of the things that were highest in the 
scale or being in their approximation toward perfection partook of 
the nature of peace and repose and that the final cause or Supreme 
Being was absolute in the sense of complete and unchanging. Aristotle 
himself ai•rived at this same conclusion regarding the nature of God. 
He considered him the mover of the universe though unmoved himself, the 
final end and ideal toward which all things a~ed by the necessity 
of that universal element within them. The qualities such as good-
ness and beauty that described the personality that was c onscicusly 
striving toward this aim therefore were of the nature of the un-
changing and absolute. Of the nature of happiness, man's particular 
aim in life, Aristotle said, "Happiness is thought to stand in per-
fect rest; for we toil that we may rest, and war that we may be at 
peace."1 
3. Freedom of the will Within limits 
Since the higher principle in man was regarded as possessing 
the power to control his lower nature, the Greeks believed in man's 
responsibility for his actions, as he was at liberty to exercise 
this power of control in given circumstances. Observation and ex-
perience taught them that it was within the power of man to regulate 
his own conduct and choose. his course of action. Within certain 
limits he possessed freedom of the will. In the ~ Plato stated, 
uBut the formation of qualities he (God) left to the wills of 
individuals. For every one of us is made pretty much what he is 
by the bent of his desires and the nature of his soul." 2 Plato 
recognized man's freedom to choose but the tendencies which directed 
2. 
Ibid., X., 1177b 
Laws. X. , 904 
-
20. 
his choice limited his freedom. · He expressed his idea of responsibility 
in the closing part of the tenth book of the Republic where he 
described the choice of the souls of the de~d, depending upon the 
sort of life they had previously lived in the world. They were free 
to choose but their past experiences on earth influenced their 
choice. In speaking od crime also Plato recognized a difference 
between voluntary and involuntary acts,1 and said that the former 
should be more severely punished than the latter. This recognition 
may be reganded as a slight variation from the general belief in 
the identification of virtue and knowledge whiCh he inherited from 
Socrates and to which : .~ for the most part he subscribed. Aristotle 
recognized a similar difference between voluntary and involuntary acts 
and devoted a large part of the third book of the Nicomachean Ethics 
to the discussion of the subject. He ·recognized the difficulties that 
beset the individual in exercising thi.s poVIer of choice, for he 
said, "But wba t kind of things ought one to choose instead of what, 
it is not easy to settle, for there are many differences in particu-
lar instances." 2 
In Plato's thought the power of choice was regarded as a suspen-
sion of action or an inhibition rather than as a positive force. It 
was similar to the daemonic guide of Socrates which always warned 
him against certain courses of action. Plato did not dwell on this 
phase of the matter but the dialogues directly concerned with the 
life of Socrates indicate its influence in his career. Socrates 
said it was with him from boyhood and a_lways apreared as a warning 
1. Ibid. , X • , 865 
2. Nic. Ethics, III., lllOb 
sign to deter him from some particular course of action.1 In Greek 
thought the supreme position m.s given to the intellect, and in· 
general, knowledge of right conduct was believed to be synonymous 
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with right action. The identification of knowledge and virtue was 
taught by the philosophy of Socrates and Plato, but was first questioned 
by Aristotle. He said, ::with all due respect to Socrates, his 
account of the matter is at variance with plain facts." 2 Aristotle 
observed that in actual life experience proved this identification 
false. People who knew what was right did not always act accordingly. 
Aristotle called such a person the Man of Imperfect Self-Control. 
He recognized the virtue of self-control as the foundation of human 
conduct directed toward a life of happiness but, like the Greeks in 
general, he placed this power in the reason or intellect rather 
than in the will. The will was subordinate to the intellect and 
tended to follow its understanding of what was right, hence the 
tendency .to believe that action accorded with knowledge. Even though 
·Aristotle indicated that this was not always done nevertheless he 
assigned a subordinate place to the will in his psychology. He said, 
"Moral choice must be •a grasping after something in ru.r a.vn power 
consequent upon Deliberation': because after having deliberated 
we decide, and then grasp by our Will in accordance with the result 
of our deliberation." 3 · 
4. Expression of purpose in the universe 
Purpose or teleology played an important part in the philosophy 
of the Greeks. In spite of his sharp dualism between ideas and 
1. Apology, 31, 40; Euthyphro, 3; Phaedrus, 24~ 
2. Nic. Ethics, VII., 1145b 
3. Ibid., III., lll3a 
particular things Plato expressed this idea throughout his Dialogues 
and directed human activity toward the highest good. 1 The world as 
he understood it was not mechanical or deterministic in nature but 
was an expression of the purpose of God and everything of value on 
earth was an imitation of the divine. 2 .It was Plato's profound 
conviction that the significance of all things was to be found in 
the fulfilment of their particular purpose, all of which aimed toward 
the fulfilment of the divine plan. He said, "The ruler of the 
universe has ordered all things with a view to the excellence and 
preservation of the whole, and each part, as far as may be, has an 
action and a passion appropriate to it. Over these, down to the 
least fraction of them, ministers have been appointed to preside, 
who have wrought out their perfection with infinit?simal exactness. 
And one of these portions of the universe is thine own, unhappy man, 
which, however little, contributes to the whole; and you do not 
seem to be aware that this and every other creation is for the sake 
of the whole, and in order that the life of the whole may be blessed; 
and that you are created for the sake of the whole; and not the 
whole for the sake of you." 3 Everything has therefore a design or 
purpose, which is at one and the same time the highest good and 
supreme beauty. 
Aristotle expressed the idea of human purpose in the life of 
the man of right reason who directed his acts toward a particular 
end, the goal of happiness.4 To Aristotle happiness was intrinsic 
in nature; that is, complete in itself, it was the end and aim in 
life, and all virtue and pleasure were chosen in order to attain it. 
1. Republic, I., 353 
2. Phaedrus, 250 
3. Laws, X., 903 
4. Nic. Ethics, IV, 1138b 
1/ I j 
He said, "By the term 'absolutely final' we denote that which is 
an object of choice always in itself, and never with a view to any 
other. And of this nature Happiness is mostly thought to be, for 
this we choose always for its ortn sake, and never with a view to 
anything further: whereas honor, pleasure, intellect, in fact 
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every excellence we choose for their own sakes; it is true, but we 
choose them also with a view to happiness, conceiving that through 
their instrumentality we shall be happy: but no man chooses happiness 
with a view to them, nor in fact with a view to any other thing 
whatsoever."l 
This end, the highest g cod or supreme purpose sought in life, 
is of prime consequence in any system of ethics. It must be intrin-
sic in nature, must include all instrumental or contributory ends, 
and must furnish a result that can be really satisfying to the whole 
of man, in that it must satisfy especially his human needs. For 
Aristotle happiness could be attained only in a life of 2nner activity 
whereby a man acted upon himself for improvement in virtue. It re-
quired effort and exercise and resulted in constant and steady grovtth 
toward self-mastery and wisdom. The acquiring of .the separate 
virtues which made for harmony and proportion such as prudence, 
justice, temperance, courage, and so on were instrumental or contri- · 
butory to the final goal. The man who exercised moral choice in the 
attainment of these did so with the intention of securing that 
gradual development of character that in its last analysis resembled 
the gods. Aristotle saw in the universal element in all things an 
inner necessity for a striving toward the ultimate ideal. 
1. Ibid~, I., 1097a, 1097b 
5. Existence or values in life. 
The existence of values in life or what in philosophical 
terms is called the objectivity of value is a natural se-
quence to a belief in purpose. Since everything in life is 
considered as serving some particular end, all of which ends 
unite in creating a harmonious whole, there necessarily 
follows a graded scale of quantitative and qualitative values. 
Some experienceshave a greater amount of the same kind of 
value than others, while still other experiences, different 
in their essential nature, have a value that· is measured in 
comparison not by degree or quantity but by kind or quality. 
Hence the cultivation of the virtues that control man•s 
• 
appetities and emotions, while contributing toward the same 
end, have a quantitative significance while those that con-
tri·bute to his higher lif'e have a qualitative signi.ficance. 
The dif.ferent virtues discussed through Greek philosophy 
are concrete illustrations of moral values. In the 
Protagoras and in the Republic these are variously enum-
erated as wisdom, courage, temperance, justice, and holi-
ness. The acquirement of these was considered the aim or 
life's training and the long discussion of the most desir-
able system o.f education in the Republic is a proof of the 
value attached to these. Aristotle's system of ethics was a 
search .for the central human values. For him happiness was a 
life of inner activity .for the creation and experiencing 
of intrinsic values. 
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Intrinsic values or·. those that are complete in them-
selves and contribute to no further end but partake of the 
nature of happiness are essentially significant in quality 
while at the same time in their highest expression they are 
also complete in quantity. The love of lmovrledge for its 
own sake, the disinterested love of beauty, and the dis-
passionate search for truth were intrinsic values of out-
standing importance in Greek life. Instrumental values 
were also considered by both Plato and Aristotle. In so 
far as these contributed toward the end of happiness they 
possessed some ethical significance. Like the more impor-
tant intrinsic values to which they led, their source was 
in the element of permanency or Oneness in. changing expe-
rience. A ~earch for values was therefore a search for 
standards, for the value of a thing depended on its re-
lation to some standard. The ultimate goal of life was 
the standard by which all virtues were judged in propor-
tion to the amount and kind of value they contributed to 
this end. Value was therefore governed by the element 
of Oneness in reality. This element of Oneness or ele-
m~nt of universality was always present in all experience 
no matter how it might seem to vary and change with cir-
cumstances. The two conditions, permanency and change, 
were inseparably bound together. The practical problem 
for the experiencing of values was the direction of 
conduct so that the significance of one's various and varying 
25. 
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experiences contributed in the fullest possible measure to the goal 
of happiness. 
6. Discipline toward self-perfection 
26. 
Greek philosophy emphasized the possibility of human growth 
toward perfection by a particular discipline of moderation that was 
directed toward a life characterized by certain central human traits. 
These qualities were not found in nature but had to be acquired by 
training. Every man had in him a certain capacity for acquiring 
human excellence and the aim of education ~as to develop to the ful-
lest extent the endowments with which men were gifted by nature. In 
the discussion of education in Plato's Republic he attempted to fur-
nish equal opportunity to all so that a man might eventually take 
his place in society as a worke~ soldier, or guardian, according 
to the use to which he was capable of putting his talents. In his 
choice of instructors for the 'young Plato placed only those with 
settled convictions even though he was tolerant of different opi-
nions, thus showing the necessity of some final choice and judg-
ment between conflicting ideas. He believed that nature as it is 
present in us must be subjected to discipline to attain its proper 
goal. Aria totle said in his ethics, "Not one of the Moral Virtues 
comes to be in us merely by nature •.••• but we are furnished by na-
ture with a capacity for receiving them, and are perfected in them 
through custom."l 
A summary of the whole discipline of Greek humanism may be 
found in Aristotle's Nicomachean Ethics. It aimed first of all 
1. Ibid., II, 1103a 
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at completeness, feeling that all parts of a man's nature should be 
cultivated, but in proper proportion, subordinating the lower nature 
to the higher,l so as to make a life that was at one with itself in· 
all its parts. 2 It was also desirable that this life be typically 
human, centered on those things that are universal to all men, not 
peculiar to different individuals. By emphasizing the nature of 
the soul as man's peculiar gift and discussing the cultivation of 
the virtues that made for uprightness of character and appreciation 
of those things tbat possess lasting worth, Aristotle centered his 
attention on that part of our nature we possess in common with others 
and by the cultivation of which all men seek to further the under-
standing and appreciation of the highest values. His ethical stan-
dard was guided by a reverence for the past, 3 and was always true to 
its faith in reason.4 It was led beyond the reason by the use of 
the ethical imagination or intuition5 for the understanding of those 
things the reason in its ordinary functioning did not penetrat~ but 
which revealed their reasonableness in action. These were matters 
of moral significance that were not demonstrated by proof nor ca-
pable of being disproved, but which when translated into action 
were found to be reasonable and to render ethical satisfaction. 
Such were the decisions of Socrates when confronted by the oppo-
sition which Plato described as the occasions of the appearance of 
his daemon or warning sign. Restraint or control was the final 
ethical principle, being accomplished by the working of practical 
experience, reason, and ethical intuition. This principle of control 
1. Ibid., I, 1098a; III, 1117b, 1118a 
2. Ibid., IX, 1166a 
3. Ibid. , VI, 1143b 
4. Ibid., I, 1098a, 1102b; II, 1106b 
5. Ibid., VI, 114la 
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was the Aristotelian expression of the mean between extremes.l 
This mean referred not to an exact quantitative measurement between 
opposites but a sufficient amount of the quality necessary to ade-
quately meet the given circumstances. Thus, courage was a mean 
between cowardice and foolhardiness, liberality a mean between 
avarice and prodigality, a highmindedness a mean between pettiness 
of mind and pompousness. Thus, virtue was a balanced state of mind 
that accompanied one's disciplined actions in dealing with others. 
Moderation and proportion were therefore the foundation of decorum 
in conduct. Extremes of either kind were detestable. t•Nothing too 
much" expressed the desired state. 
A life regulated according to this discipline was found to be 
in accord with the divine. The Greeks expressed their fear of di-
vine anger or Nemesis that followed manta presumption of the know-
ledge of the gods in the quotation, "Think as a mortal_.' They 
sought their knowledge of the final cause of all things in their 
daily exper~ences and accepted no belief that would not accord 
with their reasoning, but without presumption they recognized that 
the attainment of such a life of perfected self-mastery rendered 
an earthly happiness that was akin to the divine. 2 Such a concep-
tion of life was Socratic in its attitude of intellectual humility, 
questioning rather than asserting, skeptical of its own powers, 
yet feeling the certainty of the triumph of good over evil, and 
possessing a faith in man's higher nature to solve the problems 
of his earthly existence. 
1. Ibid., II, 1106a, 1106b 
2. Ibid., X, 1177b, 1178a 
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B. The contributions of the Greek literary critics: 
This same discipline was applied in the creation of Greek art 
and literature. It imposed upon the author first of all a choice or 
material that was representative of the central or universal truths 
of life, an ethical conception or reality portrayed by character~ 
that were free agents in the direction of their courses and morally 
responsible for their choices. The selection or a subject of high 
quality expressed with perfection of detail in harmony with the cen-
tral design or purpose secured completeness in the sense of exact 
proportion. Anything added on or taken orr was felt to mar the 
beauty of the created object. In such a creation the element of 
Oneness dominated the separate parts. The Greek genius was expressed 
within law, for they felt that the way to attain originality was 
through a certain degree of self-suppression.l They aimed at the 
universal, through the particular, and so established a common bond 
with their fellow-men. Reason dominated their every expression, but 
they combined reason with imagination, and discovered the sense of 
permanency in passing events. Their genius has been said to reside 
in their creat~on of much out of little, in their winning of signal 
triumphs from the very limitations within which they worked. 2 This 
was possible because of their dominant sense of intuition of the One 
rather than of the many. Restraint was expressed in the element of 
repose or sense of calmness felt as the guiding principle of action 
and the centre to which conflicts were subdued. Homer was their 
1. s. H. Butcher, Some Aspects of the Greek Genius, p. 17 
-- --
2. s. H. Butcher, Harvard Lectures ~ Greek Subjects, p. 151 
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literary guide and model. The past was with them in their critical 
s~udy of experience, in their constant comparisons of achievement in 
all forms of expression. For them the Muses were the daughters of 
Memory. Their sense of humility or of awe and reverence was embodied 
in their belief in poetic madness or inspiration by the Gods and in 
their invocation of the Muses in the opening verses of their epics. 
A critical theory embodying these artistic and literary princi-
ples was gradually formulated by certain leading figures in Greek 
criticism. Though Aristotle was by far the most outstanding and 
most influential of these personalities due to the body of literary 
experience that he collected and organized in his Poetics, it may 
be well to treat the subject chronologically and trace the expression 
of literary theory in his predecessors before discussing his particu-
lar contribution. Two of these, Aristophanes, an Athenian playwright, 
and Plato, from whom Aristotle derived so much in his philosophy, 
have given expression to certain critical opinions. Among those who 
succeeded Aristotle and reflected his influence though emphasizing 
the subject from different angles the most prominent figure was that 
of Longinus, whose treatise~ the Sublime has also become a critical 
landmark. Two other names, Demetrius, and Dionysius of Halicarnassus, 
both of whom were occupied with the merits of style, and who belong 
in time between Aristotle and Longinus, are included in this study. 
By treating the subject historically a clearer understanding of the 
development of a theory of criticism may be obtained. 
~-----·----- -· -~~---------------------
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1. Aristophanes, (448-380 B. C.) who 
a) Stated the fundamental problem of criticism. 
Aristophanes was an Athenian playwright who lived from 448 to 
380 B. C. His principal works were comedies which satirized the 
leading figures and prevailing ideas and institutions of his time. 
In one of his plays entitled~ Frogs be introduced a dialogue 
between the characters of Aeschylus and Euripides to express certain 
opinions of his ovr.n regarding the nature and purpose of literature. 
Aeschylus was regarded as the greatest of the Greek writers of 
tragedy while Euripides was known as an innovator who introduced 
new ideas in style and subject matter into his plays. It is sig-
nificant that he chose these two authors to express certain criti-
cal opinions. The conversation opens with the question asked by 
Aeschylus. 
nPray tell me on what particular ground a poet should claim 
admiration?" and the reply of Euripides is given: 
"If his art is true and his counsel sound; .and if he brings 
help to the nation 
By making men better in some respect." 1 In this thought there 
was implied for the first time one of the fundamental questions of 
criticism, "What is the purpose of literature?" and the answer 
given was, "To teach." This didactic conception of literature re-
flected the ethical philosophy of the Greeks with its emphasis on 
conduct, and it also showed that at the time of Aristophanes no 
separate division of the study of aesthetics had been made. It 
showed the influence of the synthetic philosophy of Plato with its 
regard of all things as working together in harmony toward the 
attainment of the supreme good. 
1. Aristophanest Frogs, Tr. by Gilbert Murray, p. 74 
b) Expressed a preference for those writers who 
selected noble subjects and treated them in an elevated style. 
Throughout the dialogue Aeschylus defends ~~s po~itio~ while 
Euripides describes the changes he has introduced into tragedy. 
Aeschylus lays his claim to high rank on the fact that he has 
s'elected noble deeds for the subjects or his plays, ~ Persians 
being based on "the noblest deed of the past." 1 He has used 
characters or high rank to portray the incidents he has chosen, 2 
not ordinary people nor those of low rank, and he has expressed his 
reverence for the past by his imitation of Homer as follows: 
"And in his (Homer's) great spirit my plays had a part with 
their heroes many and brave." 3 Homer was regarded as the greatest 
of Greek teachers not only for his purely literary excellence but 
especially for the ethical content of his works. The classical 
Greeks did not separate style from subject matter but felt that 
the exalted expression of one called :for a corresponding elevation 
of the other. In imitating Homer the Greek author tried to acquire 
this same skill in portraying elevated thoughts through noble dic-
tion. This was considered the imitation of one spirit by another 
and the proper use of the past as a guide and model for the present. 
Euripides finds fault with the elevated style or Aeschylus saying 
it is not popular and Aeschylus replies that h~ style is superior.4 
1. Ibid., p. 74 3. Ibid., p. 77 
2. Ibid., p. 75 4. Ibid., p. 78 
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Euripides defends his own plays on the ground that they are true to 
fact, that they are written in the common language of the day, that 
they deal with ordinary affairs and the common interests of the people, 
with the problems of society and ideas or new Gods, and that they set 
. people to thinking and talking.l In other words, he is what we would 
call realistic. Aeschylus replies that not all legends are subjects 
for the poet, that he must choose what is suitable to his purpose2 
and that a style appropriate to a noble subject is necessarily ele-
vated. He says: 
"When the subject is great and the sentiment, then, of necessity, 
great grows the word;"3 He also bases his claim to greatness on the 
fact that his works have not died with him as those ot Euripides 
have. 4 Aristophanes indicates through Aeschylus'his opinion of the 
order of rank of the three great Greek tragedians, Aeschylus, 
Sophocles, and Eurip1des.5 
From this dicsussion we can credit Aristophanes with a recog-
nition of certain fundamental critical principles--the possession 
of some purpose on the part of the poet, his particular conception 
of this being didactic, the desirability of selection or material 
for subject matter, the necessity for a close relation between sub-
ject matter and expression, the preference for elevating subjects 
with corresponding t~pes of character and style of diction, a regard 
for tradition as indicative of the spirit in which an author should 
1. Ibid., p. 66-79 
2 •. Ibid., p. 78 
3. Ibid., p. 79 
4. Ibid., p. 65 
5. Ibid., p. 107 
34. 
write, the appeal to the test of survival as one mark of genius, and 
the expression of judgment of authors according to a certain rank 
depending upon their fulfillment of the above conditions. Aristoph-
anes was not known as a literary critic in his day, but the discovery 
of these ideas in this particular play by scholars of literary his-
tory place him first in time in the history of Greek literary criti-
cism. 
! ' 
2. Plato, (428-348 B. c.) who 
a) Recognized the pr~cess of imitation as fundamen-
tal to art, though holding a peculiar conception 
.. 
of it. 
Though Plato cannot in the strictest sense be regarded as a 
significant literary critic, yet because he expressed views on 
certain questions of central interest to the critic, some mention 
must be made of them. Plato dates chronologically from 427 to 347 
B. c. His ideas on the subject were part of his general philos-
ophy of life and so far as we lmow were not influenced in any way 
by those of Aristophanes. These are expressed in the Republic and 
in several of the minor dialogues. Plato's primary interest was 
in the good of the state, the organization of an ideal society, 
and he subordinated his discussion o£ art and literature to this 
aim. He did not attempt either to defend or to condemn them on 
their own merits, in fact he did not consider them by themselves, 
but only as they influenced the life of the individual in the 
state. In one respect his contribution to the subject is more in 
the nature of a distortion than an advance. However, because of 
the prominent place he held in Greek thought, his opinions merit 
examination. 
His interest in the arts centered around two things, his idea 
of the process of imitation and his conception of ideal beauty. 
The tenth oook of the Republic contains an exposition of his idea 
of imitation. Plato recognized the process of imitation as fun-
damental to all the arts even though they used different media 
of expression which in turn imposed certain limitations upon the 
artist. Thus the painter was limited by the possibilities of color 
and form as the musician was by the possibilities of sound or the 
poet by the use of words. However, all of them had in common a 
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method of representing life which was an imitation of what actual 
objects offered to them. To Plato truth was an ideal in the mind 
of God and concrete objects, such as roclcs and trees, and abstract 
ideas in the minds of men, such as the idea of goodness or the idea 
of freedom, were but inaccurate representations of this ideal truth. 
Thus; a tree, for example, as known to man was an incomplete concep-
tion of the ideal tree known only to God, and the picture of a tree 
made by an artist or poem about it created by a poet was still 
further removed from the truth, being an inaccurate representation 
of the tree known to man. Just as man, because of his human 
limitations, could obtain only a partial understanding of the con-
cept of tree as known to the divine mind, so the artist or poet, 
because of the further limitations of his medium, could portray 
only an incomplete view of the concept knovm to man. His portrayal 
was two removes from the truth, and was a mere copy of a copy. 
Consequently, to Plato, all those who dealt in the arts were 
deceivers and liars who distorted the truth for the purpose of 
pleasing and entertain1ng their audiences. They were perversive 
of the teachings of morality, and tended to draw men 1 s minds away 
from reality and catered to the satisfaction of the desires. They 
dealt in illusion and falsehood and as such he had no place for 
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them in his ideal state. He even banished Homer, the prince of poets, 
from his republic, although he expressed his admiration and respect 
·' 
for him in the following words, "Although I have always from my 
earliest youth had an awe and love of Homer, which even now makes the 
words falter on my lips, for he is the great captain and teacher of 
the whole of that charming tragic company; but a man is not to be 
· ul 
reverenced more than the truth, and therefore I will speak out. 
1. Republic, X, 595 
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Hymns to the gods and praises of worthy action alone were to be ad-
mitted into his ideal.state. He had a place for poetry and the arts 
only in so far as they taught men to be upright and honest or served 
a moral purpose, and he saw in them, because of their method of 
imitation, only a perversion of the Truth. 
Plato did not recognize the truly creative process of the poet 
in using particular objects to conv.ey to the mind of the reader his 
conception of some particular phase of reality. It was left to 
Aristotle to explain the true nature of the artist's use of imitation. 
Plato failed to realize that art as art had a way of its own for 
expressing truth that was different from the form of objective repre-
sentation of ideas merely through sense perceptions. That an object, 
treated artistically, could represent more than its own particular 
·significance never occurred to him.1 Bernard Bosanquet, in his study 
of the history of aesthetic, calls attention to a passing remark 
in Homer that pertains to this question.2 In the eighteenth book of 
the Iliad, in describing the shield of Achilles, ornamented in gold· 
by Hephaestus, Homer ·says of the scene depicted, "And behind the 
plow the earth went black, and looked like ploughed ground, though 
it was made of gold; that was the very miracle of h~s craft," This 
is the only passage in Homer that has any indication of critical sug- . 
gestion, but it is believed that it was not so intended, being merely 
an appreciative observation of the finely wrought workmanship of 
Hephaestus. Nevertheless it expresses the idea that Plato failed to 
1. R. A. Scott-James, The Making of Literature, p. 41. 
2. Bernard Bosanquet, A History ~ Aesthetic, pp. 12-13. 
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see in regard to all the arts. Though failing to represent the object 
as it was because of the limitations of the particular medium in which 
the artist worked, he nevertheless represented much more than the 
actual object. Though working in gold, the artist created an illusion 
of blackness. In such illusion lies the significance of all art. 
However, Plato did suggest that the real artist would prefer 
realities to imitations,1 but he did not carry out this idea in his 
explanation of the actual process of artistic creation, nor did he 
credit any o~ the poets, even Homer, whom he greatly admired, with 
having dealt with realities. He exiled him along with the other false 
imitators, from his ideal state as destructive to the·morals of the 
citizens. Plato was always conscious of an ancient quarrel between 
poetry and philosophy. Though one may conclude from this hint of the 
ideal poet, from Plato's ardent love of poetry, from his various ex-
pressions of appreciation of it, and from its influence on his style 
of writing that he hoped for a reconciliation between the two,2 yet one 
is forced to acknowledge that he did not recognize the true nature of 
the process of creation by which such a reconciliation could be effected. 
For Plato the man who actually lived a noble life was. far superior to 
the one who imitated such a life in any of the arts. As one scholar 
of Greek literary cr~ticism has said, Plato taught men that the value 
of literature came second only to the supreme demands of life and 
1. Republic;.x., 599 
2. William c. Greene, Plato's ~~Poetry, p. 75 
truth, 1 
. 
Naturally such a conclusion can be expected to follow his 
interpretation of the process of artistic creation. 
b) Accorded a high rank to ideal beauty in his 
aesthetic theory. 
39. 
In spite of his failure to understand the artists' pr~occupation 
with beauty, Plato accorded a very high rank to ideal beauty in his 
system of philosophy. The central empha~is in ~reek life and like-
wise in Greek art was on the identification. of the good and the . 
beautiful as absolute and axiomatic. Vfuat was truly beautiful was 
truly good, only the good could be beautiful, and what was good was 
·necessarily beautiful. Just as goodness in the highest degree was 
a state of perfection.belonging only to the Supreme Being so likewise 
the highest degree of beauty was another attribute of the divine and 
therefore partook of the nature of the absolute or unchanging. Plato 
stated this fundamental truth in various places in his Dialogues2 
and based his other conclusions on it. He considered all earthly 
beauty only an imitation of divine beauty3 and described the growth 
of a soul's comprehension of beauty as a gradual rise from the con-
templation of the beauty of earth to that of heaven. He said, "For 
he who would proceed aright in this matter should begin in·-youth to 
l 
visit beautiful forms; and first, if he be guided by his instructor 
aright, to love one such form only--out of that he should create fair 
thoughts; and soon he will of himself perceive that the beauty of one 
1. W. Rhys Roberts, Greek Rhetoric and Literary Criticism, P• 9 
2. Lysis, 216; SYTI'!posium, 201, 204; Republic, v., 4'79 
3. Phaedrus, 250 ff 
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form is akin to that of another; and then if beauty of form in general 
is .his pursuit, how foolish would he be not to recognize that the 
beauty in every form is one and the samet And when he perceives this 
he will abate his violent love of the one, which he will despise and 
deem a small thing, and will become a lover of all beautiful forms; 
in the next stage he will consider that the beauty of the mind is 
more honorable tha~ the beauty of the outward form--------------------
when he comes toward the end will suddenly perceive a nature of 
wondrous beauty--a nature which in the first place is everlasting, 
·not growing and decaying, or waxing and waning-------but beauty 
absolute, separate, simple, and everlasting, which without dimunition 
and without increase, or any change, is imparted to the ever-growing 
and perishing beauties of other things-----~-And the true order of 
going, or being led by another, to the things of·love, is to begin 
from the beauties of earth and mount upwards for the sake of that 
other beauty, using these as steps only, and from one going on to 
two, and from two to all fair forms, and from fair forms to fair 
practices, and from fair practices to fair notions, until from fair 
notions he arrives at the notion of absolute beauty, and at last 
knows what the essence of beauty is."1 
The beautiful, like the good, possessed unity; in this respect it 
was centered in the absolute2 or belonged to the sphere of man's 
intuitive experiences. In the Laws Plato discussed the fact that vice 
1. Symposium, 210-211 
2. Cratylus, 439-440; Phaedrus, 249-251; Republic, v., 476, 
479; Vl, 493, 501, 507 
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may have the appearance of beauty but it is virtue that really possesses 
the quality of beauty and is to be preferred,l just as in a human 
being beauty of mind is more honorable ~han beauty of form. In reference 
to form of expression Plato. first used the analogy of the organic in 
discussing the vitality of beauty. He expressed a belief that every 
discourse should be like a living thing, from which no part could 
be severed without injury to the whole. 2 He recognized the imitation 
of ideal beauty in the things of the earth but he saw a still greater 
separation between ideal beauty and its representation in the arts. 
His analysis of the nature of beauty was therefore left unrelated by 
him to the work of artistic creation. For him there was no separation 
between ethics and aesthetics. Plotinus (204-269 A. D.), a leader 
of the movement in philosophy known as Nee-Platonism, treated the 
subject of beauty separately in the first treatise that we know of 
historically, but his exposition was wholly Platonic in its concep-
tion.3 He identified the good and the beautiful, found beauty ex-
pressed in the proportion of the parts of an object, and recognized a 
faculty in the soul for perceiving beauty. 
In spite of his condemnatio~ of the arts Plato may be regarded as 
the first real critic who applied himself seriously to the particular 
study of the functioning of art. Though holding the traditional view 
that the poet should teach, he clearly recognized the fact that the 
1. Laws, V, 727 
-. 
2. Phaedrus, 264 
3. George E. B. Saintsbury, History £!Criticism, Vol, 1, pp. 67-68-
arts gave pleasure. He also saw that all t~e arts had in common the 
method of imitation and that they differed in respect to its use, 
each rendering a different aspect of the object portrayed. Because 
of his misconception of the fundamental process of imitation he was 
~, unable to bridge the gap between his critical theories and his aes-
thetic theory of ideal beauty. It was left to two of his successors, 
Aristotle and Longinus, to complete the work he had begun. 
3. Aristotle (384-322 B. C.) who in his Poetics and 
Rhetoric analyzed the experiences common to all 
Greek writers and laid down the following principles: 
a) Imitation is a creative act. 
(1) Being common to all the arts. 
Aristotle (384-322 B. C.) w~s the most significant of the 
Greek critics, and his influence has been greater perhaps than 
that of any other critic in the history of literature. In his 
study of philosophy Aristotle divided all experience into various 
fields, each of which he considered separately and in its own 
I 
right. In his Poetics he collected and analyzed the experiences 
common to all Greek writers and stated his conclusions in a set 
of observations that have since been taken as a literary guide 
by many authors. By studying the art of poetry for itself he 
removed Plato's confusion of art with morality and created the 
first significant study of aesthetics as it applied to poetry. 
He did not, however, set up aesthetics as a field for itself 
unrelated to man's other fields of experience, but from a study 
of the artistic or poetic u~e of experience brought out its 
ovtn particular contribution toward the fulfilment of the aim 
of the general experience of mankind. He said that poetry in 
general sprang from two causes, both of them lying deep in our 
nature, the instinct of imitation and the instinct for harmony 
and rhythm. 1 Poetry was related to experience in general first 
of all by its origin deep in human nature. An analysis of its 
methods and purpose served to show further relations between them. 
1. Poetics, tr. by s. H. Butcher, IV., 6. 
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The field of Greek literature of the time of Aristotle offe~ed 
him for his study the epic and lyric types of verse, tragedy, 
and comedy. His study included Greek models only, those of 
other nations lying outside of his experience, and he assumed 
that Greek poetry in the form of tragedy had reached its stage of 
maturity after passing through experimental forms. From his 
careful study of tragedy, however, he concluded that the principles 
of good literary composition, whether epic or tragic, might be 
found in this particular form, since all the elements of the 
epic are found in tragedy. His general principles have since 
been found to apply with equal force to various types of creative 
expression. These types differ in respect to externals, but 
their internal or inherent parts are alike. It was with these 
intellectual elements that Aristotle was dealing, hence he chose 
to discourse on tragedy as the most representative of all the arts. 
He was concerned first of all with the process of artistic 
creation or the act of imitation which he found to be common to 
all the arts. His analysis of this process differed from Plato's 
in exactly the same way that Aristotle's conception of the re-
lation between the universal and the particular differed from 
that of his predecessor and teacher. Perceiving the significance 
of particular things by the inherent possession of the universal 
withinthem, Aristotle saw i~ the act of imitation a representation 
of another universal or idea within the mind of man suggested to 
him by the particular object or objects he chose to· represent. 
Art was thus separated from nature and related by its inner 
meaning to the supersensuous. It was form-giving or thought, 
the creating of a concept or idea in the mind, for it was to be 
observed, he pointed out, that the enjoyment of an. object made 
by one's own or another's imitation of something and the pleasure 
derived from participating in the act of such creating constituted 
the keenest of human delights, the satisfaction of the desire 
for learning; for, in either case, that of making or that of 
creating, what was done was essentially a process of drawing in-
ferences or giving form to one's thoughts.l 
45. 
In using this process of imitation, as explained by Aristotle, 
and accepted as the general method of art, the artist or poet ·, 
formulates in his mind some central truth which his imagination 
clothes in objective form by the use of characters in action. 
What appear as various steps in the process when the act of 
imitation is analyzed may and in the case of the greatest poets· 
actually do occur simultaneously rather than successively. The 
poet does not merely reproduce what he sees around him in life 
but deduces some general truth from his observations and uses 
particular things to give an imaginative reality to his general 
ideas. The poet deals with particulars but always with emphasis 
on the universal elements within them. By means of such objective 
portrayal he suggests the ideal truth from which his particular 
illustration is derived. He portrays his objects in such a 
manner that the "illusion of a higher reality" is always present, 
so that they are always sug~estive of the infinity from which 
all finite things derive their significance. The suggestion of 
universality in the particular objects and their relations to 
one another is representative of that higher significance for 
which all things are created and towards which everything, however 
insignificant, contributes in its own particular way. 
This added element of illusion or suggestion, fused with the 
1. Ibid., IV., 2-5. 
-··-·~~~·--"-··· ·------------
objects themselves, is a necessary means of expressing the form 
or idea in the mind of the artist or poet, the ideational world 
he has created by his imagination, deduced from the actual world 
by the process of thought. Such a conception of art emphasizes 
unity in variety, and by means of rhythm, symmetry, and harmony 
expresses its perfection of form. The outward form is simply 
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the manifestation of the inner structure. If no idea or universal 
element were present, the work would be a mere chaos of incom-
prehensible parts, utterly lacking in any suggestion of meaning, 
and without a form. As Aristotle says, the mere chalk outline 
. 
of an object is more satisfying than any number of colors laid 
on without a pattern. 1 Through this form the spiritual is 
manifested in the material objects of the poet's creation, the 
One is represented through the many, the: permanent is suggested 
through the transitory. 
(2) Differing in respect to medium, objects 
imitated, and manner of execution. 
In their use of imitation Aristotle saw that the arts 
differed in three respects; namely, in regard to medium, objects 
imitated, and manner or mode of execution. Hence in tragedy the 
medium is song and spectacle, the objects, plot, character, and 
thought, and the manner of execution by means of diction. Just 
as in painting the medium is line and color, in literature taken 
as a whole it is "rhythm, language, or harmony either singly or 
combined."2 Aristotle separated the different arts into their 
1. Ibid., VI., 15. 
2. Ibid., I, 4. 
respective genres, or particular types of representation depending 
on the senses through which they made their particular appeal 
while simultaneously making a general appeal to the mind. Thus 
painting appeals to us primarily through our sense of sight, 
music through our sense of hearing; we cannot hear colors or 
see sounds. Literature though appealing to us through our 
emotions, appeals especially to the mind through the medium of 
language. Even though it appeal to our ear because of its harmony 
and rhythm its main appeal is to the intellect. No matter how 
beautifully or musically the thoughts may be expressed we are 
always more concerned with them than with their mode of expression. 
In all the arts the objects expressed are of greater importance 
than either the medium or manner of expression. Hence in poetry 
the plot is of supreme importance for it is essentially the 
I imitation, and not the verse or metre that makes the poet.l 
b) The plot of a story is of supreme importance and 
has certain definite requirements, these being: 
{1) An action that is serious. 
The plot, being of supreme importance to the poet, has 
certain definite requirements. 2 These are found to be an action 
that is serious, complete in itself or a unity, and of a certain 
magnitude. The plot is the action of the story or the arrange-
ment of the incidents. This is the main point since the plot is 
an imitation of life and life is made up of actions, and the end 
1. Ibid., I, 7. 
2. Ibid., VI, 2-15. 
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or aim of life ems is'ts of right action, not merely a state of 
being. Aristotle's definition of happiness as an inner. activity· 
is seen here to coincide with his definition of plot. Plot 
presupposes character and thought, since it deals with human 
life in action. However, the characters should be subordinate 
to the action, for he says character determines men's qualities, 
but it is by their actions they are happy or unhappy. He re-
jects the static view of reality of Plato and defines life in 
terms of developing or growing, hence his primary emphasis on 
action and his definition of plot as the imitation of life or 
action, incidents, not characters. The plot is therefore the 
first principle, the "soul" of trag~dy; characters alone could 
not make a plot, but there could be action without characters. 
For as stated before, as in painting the outline of a portrait 
is more satisfying to the mind than the colors, so in tragedy 
the plot is more satisfying than the characters or thought. For 
· the end is the chief thing of all and the end of tragedy is 
action. 
In tragedy the aim is to arouse pity and fear in the minds 
of the audience for the purpose of relieving these emotions. 
Therefore the poet should imitate actions that are serious in 
their arousal of these feelings. By serious he meant circum-
stances of a challenging nature of sufficient significance to 
warrant attention and call for decision on the part of rational 
agents who think and will. This conflict should be brought about 
not merely by spectacular means, but primarily by the inner 
structure or arrangement of the incidents. This makes the plot 
speak for itself so that a tragedy with a really well constructed 
plot would appeal as forcefully to the imagination when read 
48. 
.. 
as to the vision when acted.l Even further than this in em-
phasizing the importance of the incidents Aristotle said they 
should "speak for themselves without verbal exposition" 2so that 
the action alone accomplishes the end. He said that the poet 
therefore should choose his materials with skill, not destroying 
the legend itself, but exercising his own power of invention, 
and he placed certain restrictions on the sort of situations that 
were sutiable for the purpose of effecting this catharsis, or pur-
ging of the emotions.3 
(2) Complete in itself, a unity. 
The action of the plot should form a unity, in other words 
it should be complete in itself. This unity is obtained by the 
selection and arrangement of the incidents so as to bring about 
a reversal of fortune fr?m good to bad. All that leads up to 
this tragic incident or turning point forms the complication, 
and every incident in this part should contribute to-further 
this aim; everything that leads aw~y from it is the unravelling 
or denouement, 4 and similarly nothing in this part should be 
extraneous. Both of these parts should form a single unit with 
a beginning, middle, and end. Such a unit is not concerned with 
the whole story of one hero; such a story may be lacking in 
unity and form a mere series, for there. are many incidents in 
a person's life that cannot be explained as proceeding from one 
cause or contributing to one end, so likewise the many actions 
of one person do not constitute a single action.5 Hence it is 
1. Ibid:, XIV., 1 
2. Ibid., XIX., 3 
3. Ibid., XIII., 1-5. 
4. Ibid., XVIII., 1 
5. Ibid., VIII., 1 
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necessary to select and arrange the incidents chosen so that 
they.~orm a structural unity, so much so that anything added on 
would be superfluous and anything left off would cause a sense 
of deficiency. Each particular incident in the plot must be a 
necessary and organic part of the whole; 1 it must have an air 
of inevitableness, for the ordering of the parts is a necessary 
contribution to the content of beauty in the whole. 
(3) or a certain magnitude. 
50. 
The extent of the plot is also significant, 2 for beauty 
depends on size and order. An action should be of a certain 
magnitude, neither too ahortmr too long, but of a sufficient 
length to serve appropriately the particular end in view; namely, 
the effecting of a reversal of fortune "according to the law 
of probability or necessity." As an object of miniature size 
is displeasing by reason of its being too easily comprehended 
at a glance, so also one of enormous size is objectionable by 
reason of its being impossible to comprehend at once. Its 
sense of unity is therefore lost. The action of a tragedy should 
be short enough to be fully comprehended in a single unit of time 
and at the same time long enough to render satisfaction and 
appreciation on the part of the spectator. So the length of 
the plot should be within the grasp of the memory, and determined 
by the nature of the drama itself. It should be sufficient to 
bring about the reversal of fortune that constitutes the tragic 
incident of the whole play. 
1. Ibid., VIII., 4. 
2. Ibid., VII., 4-7. 
c) Actions spring from two natural causes, 
character and thought. 
Actions spring from two natural causes, character and 
thought, and by these the actions themselves are qualified. 1 
They are good or bad, high or low, 1n accordance with the types 
of character portrayed and the expression of their thoughts. 
Since action implies agents for the performance of the acts, 
these agents, according to their qualities and the ideas that 
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give expression to them, modify and qualify the actions themselves. 
Since tragedy is the expression of serious action it calls 
for characters of a high type, and also for thoughts expressed 
by the character that produce the action spoken of. Hence 
character and thought are in the drama for the purpose of fur-
thering the action. They furnish an inherent contribution to 
the unity of the play by the inevitability of their position. 
The character of the agent is his moral bent as determined by 
his natural endowment and training. It is what shows his moral 
purpose and in accord with which he chooses or rejects particular 
events. Thought is the proving of a statement or the enunciation 
of a general truth by the agent and in accord with his particular 
type of character. 2 The intentions of the actors should be 
revealed by their speeches and the subsequent acts should follow 
as a result of the speech.3 Such a coordination between thought, 
character, and action is necessary to maintain inner unity of 
structure and to justify the existence of the characters and 
their speeches as integral parts of the whole. While this makes 
for a degree of inevitableness about the action, it does not be-
1. Ibid., VI., 5. 
2. Ibid., VI., 17. 
3. Ibid., XIX., 3. 
come· purely mechanical or deterministic for the agents act in 
accord with their own choices and their reason and will determine 
what they say and do. The tragic scene itself is a result of 
their incompetency to meet a given situation; it is a ···result of 
some human failing, some wrong choice in a given situation not 
predetermined. 
d) Poetry is philosophical, dealing with truth rather 
than with fact, with the universal rather than the 
particular. 
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In accordance with the poet's use of imitation as a genuinely 
creative act poetry is philosophical, dealing with truth rather 
than with fact, with the universal.rather than the particular.1 
History deals with the particular, with the facts that have 
actually occurred, with what has happened, the significant and 
insignificant alike, while poetry deals with what may happen, 
"what is possible according to the law of probability or necessity." 
The poet aims to deal only with significant actions, portraying 
these through characters of certain types, showing how a parti-
cular type of character is likely to act in a given circumstance, 
"according to the· law of probability or necessity." This is what 
is meant by the universal. Certain incidents are used to show 
that all characters of this type would act in a similar fashion 
if confronted with a similar environment. In this way he is 
prophetic since he sifts past experience and from its essence 
can foretell what is likely to happen to similar characters. 
He finds the common or universal elements in experience and hence 
deals with a higher realm of being than the historian. He is 
concerned with truth, not fact, with the less changing circumstances 
of life, not the incidentals. Hence the work of the poet is 
more philosophical than that of the historian. He deals with 
1· Ibid., IX., 1-4 
generalities, and tends to center the mind on the contemplation 
or higher truth. 
e) Characters should comply with four requirements: 
1) They should be good. 
2) They should be appropriate. 
3) They should be true to life. 
4) They should be consistent. 
According to Aristotle, characters should comply with 
four requirements: they should be good, they should be appropriate, 
they should be true to life, and they should be consistent.l The 
speech or action that reveals the purpose of the agent is expressive 
of character, hence if the purpose is good, the character is good. 
This is decided by one •s regard for moral truth. One.•s conception 
of reality determines what 1s good or bad. What is in accord 
with this in the actions of the characters is good, what is at 
variance with it, evil. The ethical conception. or reality held 
by the Greeks as already explained in the discussion or their 
philosophy is the test to apply. A character is good when he 
accomplishes those things that render ethical satisfaction or are 
in accord with his spiritual nature, the higher principle within 
him. Only worthwhile characters are permitted by Aristotle and 
he insists that they should be represented so that their better 
elements are in strildng contrast to their less desirable 
qualities. Tragedy as serious poetry calls for characters 
that are better than the ordinary but not perfect. In other 
words the characters must be idealized. For artistic reasons 
the characters must also be appropriate. If they are called 
upon to perf'arm unusual and extraoroinary things they must be 
1. Ibid., XV., 1-8 
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adequately endowed to meet such circumstances. Their actions 
should be fitting or appropriate to their personalities, so that 
there will be nothing unreasonable in what they do. Certain ac-
tions are naturally expected from certain types of people, and for 
an author to allow characters of a certain type to act contrary 
to what is commonly know about them in experience offends one's 
sense of propriety. Also to permit such characters even in inci-
dental ways not to live up to one's expectations of them is a 
lesser offense against propriety. For this reason they must be 
portrayed true to life. They must act in accord with their 
inner natures and also in accord with the position in life which 
social custom has accorded to them so as not to offend one's sense 
of convention. A serious action therefore calls for characters 
~ 
of dignity and rank who in life are accustomed to positions of 
larger influence and who would naturally have weightier problems 
54. 
to solve than persons of·ordinary rank. Last of all the characters 
should be consistent. Their gradual growth or development should 
be in accord with the true nature of their capacity and circum-
stance. Too great a change or too sudden a reversal of disposi-
tion are obviously impossible. Both the speech and action of the 
characters should, like the plot, be in accordance with pr,obability 
or.necessity. The types of character portrayed have a direct 
bearing upon the quality of the play in which they figural. In 
this connection Aristotle said that Homer's portrayal of ' 
characters that approximate a high human ideal gave a correspond-
ing elevation to his writing. He also found the same true of 
Sophocles in regard to his character types. 
1. Ibid., ~t, 1-3; III, 2 
f) The poet should work objectively 
In constructing his plot and in working out the details of 
it the poet should work like the painter with a model before 
his mind of the completed whole as he wishes it to be when his 
task is finished. 1 In this way his mind encompasses the whole 
object and he sees everything in its proper relation to the rest, 
thus symmetry and proportion of the.parts.are assured. From 
this general view he will be able to subordinate the really less 
significant incidents and make the more important events stand 
out in greater relief. His writing of the plot will be as vivid 
as a description of a drama already observed by one who has ac-
tually seen a play enacted. He will proceed by sketching in the 
general outline of his story first and filling in the details 
later. In this way he will have a clear conception of what he is 
about. "For," said Aristotle, "poetry implies either a happy 
gift of nature or a strain of madness. In the one case a man 
can take the mould of any character; in the other he is lifted 
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out of his proper self." In either case he has an inward vision. 
of the created whole before he starts to express himself. Whether 
he writes his plot or the gods write it through him the completed 
vision is present. The poet should therefore keep himself en-
tirely out of the picture. His reaction to the characters and 
plot have no part in the objective portrayal or imaginative re-
construction of experience that he is attempting. His own sub-
jective feelings should be portrayed only indirectly through the 
1. Ibid., XVII, 1-5 
emphasis he places on the choice of subject with which he deals, 
the arrangement of the incidents, and the final impression or 
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end sought. He should let his characters act without his assist-
ance. Homer was therefore judged supreme in objective represen-
tation since he was found to speak "as little as possible in his 
own person".l 
g) The style should conform to the dignity 
of the action. 
The style of the poet should conform to the dignity of the 
action, for "perfection of style is to be clear without being 
mean."2 The clearest style, the style which uses only current 
terms, is the meanest; it is lacking in elevation, hence the poet 
must be allowed to a certain extent to use ornate language. The 
language of poetry is "embellished". It must not have an excess 
of unusual terms but must maintain a proper degree of ~ignity. 
Character and thought should not be obscured by a language that 
is overbrilliant.3 In his Rhetoric Aristotle discussed in 
great detail all the mechanical devices of language for various 
types of expression but underlying all of these he maintained the 
general principle that excellence of expression is conformity 
and appropriateness to the subject matter. 4 In the Poetics also 
he emphasized the need for suiting the language to the characters. 
1. Ibid., XXIV., 7 
2. Ibid., XXII., 1 
3. Ibid., XXIV., 11 
4. The IL~etoric of Aristotle, tr. by Sir Richard Jebb, Bk. "III., 
chap. VII., 1408a; Bk. III., chap. XII., 1413b. 
In speaking of the history of tragedy he t~ld how the iambic 
metre was used naturally as the appropriate metre of speech when 
,dialogue was introduced.l An ennobling subject therefore requires 
a lofty and ennobling expression. "Nature herself •••• teaches the 
choice of the proper measure. u2 
h) The.portrayal of truth calls for the 
use of illusion. 
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The portrayal of truth calls for the use of illusion.3 
Aristotle expressed this in the statement, "The element of the 
wonderful is required in tragedy. The irrational on which the 
wonderful depends for its chief effects, has wider scope in Epic 
poetry, because there the person acting is not seen." Everyone 
enjoys a story that has.been somewhat exaggerated, and people them-
selves in relating events tend to do this. For artistic reasons, 
illusion, if not overdone, furnishes an incr~ased satisfaction to 
the bare merits of the tale. Homer has. excelled all other poets 
in his skill in this respect. He has taught all other poets how 
to tell lies skillfully. The poet should prefer impossibilities 
that are probable in conformity with the general nature of his 
tale to possibilities that are highly improbable in the given plot. 
The aim of illusion is to create the impression of truth through 
a false inference, hence its use is governed by the law of prob-
ability which gives an air of inevitableness to the events and 
satisfies the imagination without seriously offending the reason. 
However, everything irrational should, if possible, be excluded; 
1. Poetics~ IV., 14 
2. Ibid., XXIV., 6 
3. Ibid., XXIV., 8-10 
at any rate it should be incidental and not a part of the action 
its'elf. We must grant the poet a certain license; once the ir-
rational has been admitted and given the appearance of likeli-
hood, we must acc~pt it regardless of its absurdity if it be 
sufficiently concealed by the charm or grace of the poet. 
Illusion rests therefore not in an exclusive use of the won-
derful, but in a proper balance between the wonderful and the 
probable. Its most skillful use is show in dealing with those 
things that pertain to the nature of the ideal or of the spirit, 
what Aristotle has called the "higher realityrr.l The portrayal 
of the ideal, should not, however, offend the reason, since the 
ideal type is understood to be the perfected for.m of the real or' 
particular. It should not contradict the reason even though its 
existence is necessa~ily an impossibility in reality as we know 
it. It represents not "what is", but "what ought to be". True 
illusion, therefore, consists in keeping separate the things 
above the reason from the things below it, the things of the 
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spirit from the things of the world, yet in maintaining the rela-
tion between the two of the dependence of the one on the other. 
This illusion gives a sense of freedom within limits; it expresses 
action grounded in repose. In the poet this prin~iple of restraint 
functions unconsciously, giving the appearance of spontaneity. 
Suggestiveness or illusion is thus an integral part of the art of 
poetry. 
i) The atm of poetry is to please 
In separating the study of aesthetics from ethics and con-
sidering it on its own merits Aristotle saw that the aim of 
1. Ibid., XXV., 17 
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poetry was to please or delight. Each art, he said, should 
produce the type of pleasure appropriate to its kind. 1 Poetry 
makes its appeal through the emotions, since tragedy produces 
its particular type of pleasure through the purgation of the 
emotions of pity and fear. '1'he appeal· made by tragedy to these 
emotions in the individual modifies their actual expression 
and transfers their functioning from the actual to the imagina-
tive world. In this way they become impersonal. By sympathy 
the individual enters in spirit into communion with the charac-
ters who experience the incidents of danger and suffering. He 
is lifted out of his own particular sphere and identifies him-
self with the fate of mankind, for through its preoccupation 
with the universal in choice of incidents and types of character 
the drama is representative of mankind. Thus these emotions 
are purged of their purely personal element and the resulting 
pleasure is an ennobling satisfaction. This is in conformity 
with the view expressed in the Nicomachean Ethics that only that 
which is noble is truly pleasurable. 2 It also corresponds with 
the whole exposition of the nature of poetry as dealing with 
serious subject matter and portraying it in a highly selective 
manner. It is a type of pleasure that appeals primarily to 
one's higher instincts in that it furnishes aesthetic values 
in life that contribute to the life of the spirit working 
toward the goal of happiness in addition to the recreation-
1. Ibid., XXVI. , 7 
2. Nic. Ethics, X., 1179b 
al pleasures it affords incidentally. Though emphasizing 
strongly the ethical quality of the subject matter of literature 
of high rank, Aristotle never like Aristophanes and Plato, even 
inferred that the aim of literature was to teach. For him the 
aim o.f literature, as of all the arts, was ennobling enjoyment 
that called for the coordination of the higher elements of our 
nature, the reason and the intuition. Good literature, judged 
by these standards, necessarily offers much food for thought, 
its style appeals strongly to the emotions as well as to the 
intellect, but its aim is primarily to delight. In discussing 
the aim of great art Aristotle did not place any other aim 
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above an aesthetic pleasure that could be considered really hu-
manistic 1n its fUnctioning. How much such literature might 
teach was entirely separate from its aim as literature, and 
wholly indifferent to a consideration of its literary purpose. 
Great literature is expressed in such a manner that it inter-
prets experience. Art as art serves its own aesthetic end, but 
as a part of the whole of experience, through its serving of this 
particular end, it attempts to hold both art and life to a centre 
that is valid for the best interests of human existence. 
j) Poetry should be judged according t.o its 
own Laws, and on its own assumptions. 
Poetry should be judged according to its own laws and on 
its own assumptions, not according to those of some other art. 
Aristotle pointed out that possible errors in poetry are of two 
kinds, inherent and accidental.1 In judging poetry he reduced 
1. Poetics, XXV., 3-5 
• 
all the objections of the critics to these two things. Errors 
that are inherent, he said, are due to a misunderstanding of the 
laws that govern poetic truth, a failure to portray life in con-
formity with the rules that govern poetic pxpression, for 
Aristotle made it clear that the standard of perfection is not the 
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same in poetry as in politics; that is, it is not the same in art as in 
life. Thus ethics and aesthetics are separated, and each is 
governed by its own end. Neither is the standard exactly the 
same for poetry as for any other art. Poetic truth requires con-
formity to all the different principles that have been explained 
such as expression of ideal truth, not fact, unity of plot, selec-
tion of appropriate subject matter, idealization of character, 
inevitability of sequence of events, "embellished language," 
and the many other requirements that serve to attain the end of 
refined enjoyment. Failure to comply with these requirements offends 
against the inherent rules of art. 
Ori the other hand, if' the poet has chosen an appropriate 
action and fails to represent it correctly in detail, the error is 
accidental. Such an error would be ignorance of technical terms 
or usages in some particular branch of knowledge that had a part 
• 
in the matter expressed. This error is less serious than the for-
mer, but Aristotle insisted that the poet should, if possible, 
avoid every kind of error. As long as 'the general principles of 
artistic correctness are strictly adhered to, errors of an inherent 
nature are not likely to occur. When special information in restricted 
fields of knowledge is lacking, errors of an accidental nature arise. 
Aristotle named five sources from which critical objections 
may be drawn, the impossible, the irrational, the morally hurtful, 
the contradictory, and that which is contrary to artistic correct-
------- -----'--~'--"'-----------------
ness. 1 The impossible, he said, is justified only when it can be 
made to appear probable, when it is necessary for artistic re-
quirements, for the portrayal of higher reality, or for the ex-
pression of received opinion or tradition, but as already stated, 
should be avoided if possible. The irrational can also be justi-
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fied only on similar grounds, and like the morally hurtful, should 
be used only when required by the inner necessity of the action. 
Baseness of character is undesirable especially in the more signifi-
cant personages of the drama. Contradictory statements should be 
judged by· rhetorical rules and if found to be objectionable to one 
of intelligence are an evidence of the weakness of the author. 
A violation of the standard of artistic correctness has reference 
to errors of an inherent nature as already stated, resulting in a 
work that is incomplete in the expression of the beautiful. 
What is strictly aesthetic is therefore of first concern to 
the poet, what is in conformity with moral truth, secondary. 
There are no restrictions on the subject matter of the poet other 
than what is in conformity with artistic portrayal, what is 
necessary to serve the end of art, ennobling enjoyment. How-
ever, it is clear from what Aristotle has said regarding selec-
tion of material that artistic truth does require a certain con-
formity to moral truth for what appeals to one's higher senses 
only can furnish the highest aesthetic pleasure. Though ethics 
and aesthetics are separate fields of experience governed by 
entirely different standards, they meet in that the kind of ex-
perience that necessarily furnishes ennobling enjoyment harmonizes 
with that which affords the highest moral satisfaction or happiness. 
1. Ibid., XXV., 17-20. 
This bears out the Greek identification of the beautiful with 
the good. But for the poet these things are required not be-
cause they are good but because they meet the requirements of 
art in that they are central to the expression of poetic truth. 
Poetry deals with life and aims to represent it ennobled 
and purged of all that is personal and accidental. The poet 
should represent ideal truth, or things as they ought to be, 
and the quality of his work is to be judged accordingly. Since 
the pleasure derived:from poetry is of the higher sort due to 
. ' 
the interpretation of life in art, reality or the nature of 
things may be regarded as the criterion for judging the quality 
of the subject matter of literature. This is in strict con-
formity with the objective portrayal of life required by the 
artist, and a logical conclusion to the conception of art as 
imitation of ideal truth and the placing of the common bond of 
mankind in the unity of insight or intuition above the reason. 
Aristotle recognized this when he ranked those poets highest who 
portrayed central or universal truths. He praised Homer and 
Sophocles especially for doing this. An appropriate choice of 
subject matter emphasizes the more important elements of human 
experience that show the working of the higher nature of man as 
expressed by the character and will and subordinates the less 
· significant experiences of the lower nature, the senses and 
feelings. Any theory of art that distinguishes between art and 
nature emphasizes selection. Nature is an expanding force; 
63. 
there are no limits or bounds to its expression; art on the con-
trary has a tendency to concentrate, for man has a human in-
clination to define and limit. Art composes; that is, it selects 
. 
and arranges according to a definite purpose or design, this 
design being the representation of an object capable of fUrnishing 
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appropriate aesthetic pleasure. 
To give significant expression to a theme of high quality 
a corresponding degree of beauty is necessary. In general 
this depends on three things, order, proportion, and organic 
unity. In demanding unity of structure in the plot just as 
there was organic unity in the object of representation ) 
Aristotle took great care to explain in detail-all the possible 
ways of securing this end in relation to every element in the play. 
He discussed the relation of the quantitative par~s or sections 
of the drama and even of the minutest part, single words, to 
the whole.1 He said further that to be beautiful a thing should 
possess the qualities of size and order and these were determined 
artistically by the nature of the thing itself.2 Vitality of 
beauty is shmvn in the harmony of the parts. Heauty of expression 
should be manifested in every part of the work in relation to 
the whole. By such run interrelation of parts in conformity with 
the subject itself perfect proportion is secured. When the 
quantity of beauty is fused with the Qlality the highest type 
of art results. 
k) .Sympathy with and knowledge of an author's 
point of view are necessary for a correct 
interpretationcof his work.· 
Sympathy with and knowledge of an author's point of view 
are necessary for a correct interpretation of his work. We 
cannot judge an author fairly until we can enter fully into 
his point of view. We must be able to interpret him accurately 
1. Ibid., XXI., 1-3. 
2. Ibid., VII., 4. 
and then compare his achievement with the facts of the true 
nature of things. In order to do this we must fully understand 
the usage of the language he employs and its meaning as he has 
expressed it. Though Aristotle dealt only with Greek literature 
he was very careful to show that,among the Greeks of different 
ctiies and colonies various customs existed which resulted in 
different meanings for certain expressions and in the use of 
certain idioms by some that were foreign to others. He was 
very insistent in declaring that these expressions should be 
carefully studied and interpreted in the light of their true 
meaning. He said critics are apt to jump to false conclusions, 
for already holding an opinion of their own and assuming a poet 
has contradicted it, they place him at fault, without really 
understanding his meaning. 1 
1} In estimating literature appeal should be 
made to trained judgment. 
In the Poetics Aristotle appealed to a large audience for 
approval, but he insisted on the training and ability of the 
audience to judge.2 He had no regard for general opinion or 
the popular estimation of a work. In this respect he ranked 
epic poetry higher than tragic since it appealed to a more 
cultivated audience, an audience that did not need to be enter-
tained by gesture and display. The epic had no external appeal 
such as tragedy had, it was read and not enacted. Furthermore, 
he noted that many of the ~ecent actors of tragedy in his day 
introduced inappropriate and excessive gestures, imitated all 
sorts of motions, feeling that the imagination of the audience, 
1. Ibid., XXV., 16. 
2. Ibid., XXVI., l-3. 
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was too dull to comprehend the meaning and so everything had 
to be vividly enacted berore them. Tragedy, he said, stands to 
epic as the younger to the older actors. The more mature mind 
requires less realism and can appreciate more suggestiveness. 
m) A regard ror tradition has a wholesome 
influence on an author. 
In the Poetics Aristotle's constant reference to Homer as 
excelling all the other poets in various respects showed the 
Greek reverence for the past as a part of living tradition, not 
as something to be revered for belonging to an ancient day and 
no longer having other than a strictly historical significance. 
Reverence for the best in the past as a model and example for the 
present was an inherent part of Greek life. This same idea, 
as already indicated, was held also by Aristophanes. Hamer was 
regarded as the greatest of the teachers of the ancients not 
merely for the central truths in his work but also for his 
skill in expressing them. He fUsed both quality'and quantity 
I 
of beauty in his work. Aristotle's theory of poetry itself is 
based not on an unrealized ideal, what the perfect critic would 
like to see the perfect poet attain, but on actual experience, 
on the fundamental principles that have been revealed ·by the 
analysis of works of recognized greatness. The model held up 
to the prospective writer is the be~t that has already been 
accomplished in the past. 
To Aristotle belongs the credit for interpreting correctly 
the nature of the mimetic or imitative character of art. He 
agreed with Plato in asserting that imitation was the common 
basis of all the arts and that each art differed from the others 
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in certain respects which he listed as media, objects imitated, 
and manner of expression. He went further than Plato in his 
study of poetry and from his analysis of the works of the Greek 
poets he laid down the fundamental principles underlying the 
proper construction of the ideal Greek tragedy. He placed 
supreme emphasis on the construction of the plot and laid down 
the principles governing the interpretation of the contributory 
elements of character and thought. He saw that•art was governed 
by its own laws and was sUbject to these alone ror its guiding 
principles. Among these he emphasized the objective po~trayal 
of reality, adherence to a definite purpose on the part of the 
author, inevitability of incidents, limited use of illusion in 
the expression of the ideal or"higher reality," organic unity of· 
structure, and close relation between form and expression. He 
expressed his judgment of the works of the Greek poets in re-
gard to these principles and aimed to fully understand and 
correctly interpret their works so as to be fair and impartial 
.. 
in his criticism. He appealed to trained judgment and expressed 
a regard for tradition in setting up a model and example for 
others to follow. He saw that poetry was akin to philosophy 
in dealing with the universal and differed from it by its appeal 
through the emotions instead of directly to the intellect. Its 
search was for oeauty and its aim was enjoyment while philosophy 
sought truth and aimed at right living, but they were akin in 
that their search led them both toward the same goal exemplified 
in Greek tradition by the identification of the beautiful and 
the good. 
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4. Demetrius (345-283 B. C.), who in studying the 
needs of a satisfactory st;rle, brought out the 
following: 
a) Selection of material is necessary. 
b) Expression is secondary to form and must 
be appropriate to it. 
c) Charm of style is due to an undefinable 
element of personality. 
During the centuries immediately following Aristotle 
criticism ignored its proper field of study and was occupied 
wholly with a study of rhetoric and grammar. Two scholars of 
style are mentioned in this essay for their emphasis on the 
relation between style and subject matter. They called at-
tention to the relation between form and expression and in this 
respect differed from their contemporaries who were devoted 
wholly to the technique of diction. Historians of criticism 
have reached these conclusions from a study of the fragments 
of their works that have been preserved. In studying the 
needs of a satisfactory style Demetrius (345-283 B. C.) em-
phasized the fact that selection of material is necessary on 
the part of the writer, that expression is secondary to form 
and must be appropriate to it, and that charm of style is due 
to an undefinable element of personality. He realized that 
it was impossible to secure the chief element of beauty in 
style, appropriateness, without a fitting subject. In his 
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Essay on Style he said that grace or charm might be in-
herent in the subject matter~ ln discussing the four types 
of style--plain, elegant, elevated, and forcible--he dis-
cussed the type of subject matter appropriate to each and 
thus showed his fundamental belief in their close relation-
ship. Demetrius recognized the fact that the element of 
personality of the author has a place in literary composition. 
He said that the peculiar charm of style was due to this un-
definable element of personality and while other causes such 
as subject matter and diction contributed to give grace to 
expression, the most effective contribution came from the 
writer himself. It was particular and personal and as an 
example he cited Xenophon~ Other than the slight emphasis 
on the author's personality his contributions are similar to 
those of Aristotle. 
1. Demetrius: On Style, tr. by W. Rhys Roberts, Section 132 
2. Ibid., Section 134-135 
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5. Dionysius of Halicarnassus (50-7 B. C.), another 
scholar of style, who also maintained that 
a) Material should be chosen according to the 
author's needs. 
b) An appropriate relation should be maintained 
between subject matter and expression. 
c) The best writers of the pas.t furnish an 
example to those of the present. 
The contributions of Dionysius of Halicarnassus {50-7 B. C.) 
do not add anything to the discoveries already made by his prede-
cessors but his emphasis on certain points serve to show the sig-
nificance of those elements in effective expression. Like Demetri-
us, he maintained that material should be chosen according to the 
author's needs and that an appropriate relation should be main-
tained between subject matter and expression. In his E..ssay 2E 
Literary Composition he prefaced his remarks on style with the 
general statement that much experience and maturity of judgment 
are needed to guide the author in his selection of material.l 
He called appropriateness the chief source of beauty in style2 
and defined it as the treatment best suited to the actors and 
actions concerned.3 He believed that the art of the writer should 
be concealed in what he said and that the qualities of his style 
1. Dionysius of Halicarnassus. On Literary Composition, tr. by 
W. Rhys Roberts, p. 67 
2. Ibid,, p. 137 
3. Ibid., p. 199 
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should be inherent and unobtrusive. 1 Like Demetrius he both 
praised and censured the Greeks for the possession or lack of 
certain qualities of expression. In his "Epistula ad en. 
Pompeium Geminum" he compared the Greek orators, giving first 
place to Demosthenes, and also the leading Greek historians, 
giving the greatest honor to Herodotus. 2 He showed his reverence 
for the best writers of the past by transcending his own age and 
appealing to the best classics of acient Greece for models. 
1. Ibid., p. 255 
2. Dionysius ~ Halicarnassus. The Three Liter~ Letters, tr. by 
w. Rhys Roberts, p. 97-117 
71 
6. Longinus (213-273 A. D.) who in his essay On the Sublime 
--
made the following contributions to literary criticism: 
a) The greatness of poetry rests finally on its 
sublimity, which is a "certain distinction and 
elegance in expression." 
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Longinus (213-273 A. D.) to whom is attributed the treatise On 
the Sublime is believed by most historians to belong to the third 
century A. D. He was a teacher of rhetoric and literature as well as 
a critic and is supposed to have been in late life the Greek secre-
tary of Queen Zenobia of Palmyra. Unlike most rhetoricians since the 
time of Aristotle he was more concerned with tba spirit than the letter 
of good poetry although he approached it from the point of view of 
expression. He was concerned with the emotional appeal made by the 
poets of high rank and attempted to analyze this and trace its source 
in expression and in the poet himself. From this study he concluded 
that the grandeur of poetry rests finally on its sublimity which he 
defined as a "certain distinction and elegance in expression.1 Accord-
ing to him, sublimity, or elevation of spirit, is revealed by the 
poet in his choice of expression and on this quality alone rests all 
the eminence and distinction of the author. In discussing the differ-
ence in merit between those authors who really attained the expression 
of the sublime while being at fault in less serious respects and those 
who attained a high grade of accuracy in all points without reaching 
the heights of the sublime, Longinus expressed a decided preference 
for the former since they had excelled in the chief attribute of 
literary expellence and had reached a level of eminence in the most 
1. Longinus. On~ Sublime, tr. by w. Rhys Roberts, I, 3 
_ ...... ~.-
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essential feature of great literature which entitled them to a claim 
·to immortal! ty .1 Genius is not necessarily free from .faults, but it 
excels in quality of sublimity for which no quantity of lesser ele-
ments can be substituted. This is akin to the idea expressed by 
Aristotle in the Poetics that there were qualitative differences in 
regard to the essential features of poetry. He centered his interest 
on plot and to him everything contributed to .further the action, 
while Longinus made everything contributory to the expression of the 
sublime. Sublimity, he said, is not the same as passion since it 
may be independent of passion, and in some cases must be, as when 
passion has no part in the matter expressed; however, the expression 
of passion may be executed in such a manner as to belong to the sub-
lime.2 Neither is it amplification or climax, since this figure 
deals with a multiplicity of details, and aims at a gradual ascent 
in thought and feeling, while sublimity deals with a single over-
powering effect on the mind and sensibility of the hearer. 3 
b) The effect of sublimity is not to persuade, but to transport. 
Its effect on the audience is not to persuade, but to transport.4 
It lifts one out of one's usual mental attitude and gives one a sense 
of rapture, exaltation, or ecstasy, the supreme aesthetic thrill. It 
casts a spell over the hearer, instantaneous and overpowering, as 
sudden and irresistible as the effect of a thunderbolt or a streak 
o.f lightning. It uplifts the soul and creates in one a feeling and im-
1. Ibid., XXXIII-XXXV 
2. Ibid., VIII, 2, 3. 
3. Ibid., XII, 1 
4. Ibid., I,. 4 
pression of having produced what is heard. 1 One's power of recogni-
tion is so perfectly merged with one•s agreement in thought that it 
seems as if the hearer were the creator of the ex~ession. Sublimity 
raises one toward God, for in discourse we demand "that which trans-
cends the human." 2 The whole world does not satisfy man's capacity 
for thought and contemplation but with the aid of his imagination he 
goes beyond its bounds to discern the purpose of his birth. The ex-
pression of the sublime is of the same extent in its range. Its 
effect is immediate, its appeal being through the imagination and 
not through the reason. 
Longinus says that by a sort of natural law we are drawn away 
from demonstration and persuasion to "a startling image w1 thin whose 
dazzling brilliancy the argument lies concealed."3 The purpose of 
the poetical image is enthralment, to stir the feelings and emotions. 
Longinus differed from the earlier critics in considering sublimity 
the chief characteristic of great art and in considering the aim of 
the poet to transport, not to teach, to delight, or to persuade. He 
was the first to recognize the power of the imagination and to appeal 
directly to it as the unifying element of the mind or the power that 
recognizes beauty intuitively and immediately. 
c) The natural gifts of the poet are·fundamental, but nature 
must be supplemented by art. 
Sublimity, according to Longinus, is based in nature but has to 
be perfected by art. 4 The natural gifts of the poet are fundamental, 
1. Ibid., VII, 2 
2 •. Ibid., XXXVI, 1, 3 
3. Ibid., XV, 11 
4. Ibid., II, 1-3 
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but it is necessary to supplement these by art. Knowledge and prac-
tice increase one's skill in portraying the sublime, for without this 
guidance it tends to excess and over-emphasis so that the effect is 
a false rather than a genuine feeling. Long1nus observed that 
grandeur is never separated from utility in art, as it is sometimes 
in nature, 1 that in art the elevation arises from the necessary 
structure and expression of the thought; it is an internal element, 
not an external decoration. This sense of design is accomplished by 
art which aims at correctness and exactitude. Yet though nature is 
free and independent in the expression of passion and grandeur, yet 
the system that is found in art has its counterpart in nature, for 
nature does not act ~holly at random. For the expression of the 
sublime, the full control furnished by knowledge and skill are needed 
to regulate nature. The expression of the sublime often needs the 
curb as well as the spur. As expressed by Longinus, nature is good 
fortune while art is good counsel, and though the former is funda-
mental, the latter is equally necessary. Long1nus remarked that 
"art is perfect when it seems to be nature, and nature hits the 
mark when she contains art within her." 2 Thus art and nature com-
bined make for perfection. While one's natural gifts are the under- · 
lying principle art can teach proper bounds and appropriate occasions 
for the expression of the sublime and can formulate the wisest rules 
to follow. Without the check furnished by art nature tends to run 
to excesses. 
1. Ibid., XXXVI, 1 
2. Ibid., XXII, 1 
76. 
d) There are five principal sources of the sublime 
1) The power of forming great conceptions 
.~2) Vehement and inspired passion 
3) Due formation or figures of thought and of ex-
pression 
4) Noble diction 
5) ·Dignified and elevated composition 
In addition to the underlying gift of discourse which is indis-
pensable to the poet Longinus defined five principal sources of the 
sublime. 1 Two of these, the "power of forming great conceptions" 
and "vehement and inspired passion," he said, are innate .for the 
most part. The other three, "due formation of .figures of thought 
and of expres_sion," "noble diction," and "dignified and elevated 
composition, 11 are largely the product of art. Elevation of mind 
is first in rank of the sources of the sublime. This is a natural 
endowment rather than an acquirement although it may be greatly 
improved by conformity to the rules of art. Knowledge and study 
nurture this gift of nature and supply it with elevating thoughts 
for expression. In this connection "sublimity is the echo of a 
great soul" for "the truly eloquent must be .free from low and 
ignoble thoughts." 2 . The actions portrayed by Homer in his epics 
are elevating and ennobling, and befit the heroes of his tales. 
The language in which he expresses these is sublime. Longinus 
called attention to the fact that the Odyssey was written in the 
old age of Homer, and in it he made greater use of the marvel-
1. Ibid., VIII, 1 
2. Ibid., IX, 2, 3 
-~- - ·------------------------
ous rather than the truly human, nevertheless it was the old age of 
Homer and though its sublimity of expression was diminished, never-
1 theless it was not entirely lacking. When passion declines, an 
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author occupies himself with delineation of character. The expression 
of the truly sublime calls for the possession of strong passion in-
spired by nobility of soul. The other principal sources of the sub-
lime are furnished chiefly by a study of the art of expression and 
have to do largely with the external rather than the internal require-
ments of poetry. Rhetoric teaches the proper formation of figures of 
speech, nobility of diction, and the proper organization of dignified 
~omposition. Yet they are not purely ornate but arise from the nature 
of the matter expressed and must be appropriate to it. Longinus• 
definition .of the sublime as "a certain distinction and elegance in 
expression" shows the importance he assigned to noble diction. He 
advised the writers of his day to tu~ri to the examples of Homer and 
others to see how they had expressed themselves. He believed that · 
the language used should be worthy of the subject matter. He expressed 
the close relation between thought and diction by their dependence on 
each other for full development. Language or singular beauty he called 
"the peculiar light of thought." 2 He said the devices of rhetoric are 
illuminated by the splendor of the sublime in which they are bathed 
when art and nature, or thought and expression are perfectly blended. 
The brilliance of the devices of art is greatly outshone by the 
radiating splendor of the sublime, and is thus concealed within it.3 
1. Ibid., IX, 11-15 
2. Ibid., XXX, 1 
3. Ibid., XVII, 2 
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e) Organic unity of composition is another source of the 
sublime. 
Org~ic unity or composition is another source of the sublime.l 
A selection of the most important elements according to some system 
or in ac.cord with a certain aim is necessary to insure this organic 
unity. By combining these into an organization or unit so that they 
/ 
appear in proper relation to each other and all together make a whole 
the furthering of the expression of the sublime is secured •. Since the 
sublime itself impresses one as a unit the composition or work that is 
. 
truly sublime is a unit. This is in accord with the organic sense of 
unity first expressed by Plato and enlarged upon by Aristotle. It is 
necessary to vitalize the expression and fill it with meaning so that 
a single impression will result from the rendering of it. In addition 
to centering the mind on one idea it also makes an appeal to the 
emotions through some dominant feeling. The effect is not scattered 
and variable, but singular and gripping. This effect is secured by 
forging the elements selected into an integrated whole. 
f) Judgment of style is the final reward of long-
continued practice. 
In order to recognize the sublime in expression a long period 
of practice and training is necessary. The first requirement is a 
true knowledge and appreciation of the nature of the sublime. 2 
1. Ibid., X, 1-7 
2. Ibid., VII, 1 
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Familiarity with the expression of the sublime in the works of the 
masters and a desire and aptitude for appreciating them are necessary. 
One must also be able to discriminate between what is truly elevating 
and what merely appears to be so. He must also develop a taste for 
elevating literature through frequent association with it and cultivate 
a mind that is broadened and deepened by knowledge that is of such 
character as to fill the mind with elevating thoughts. Such associa-
tions developed over a long period of time .reward one with the ability 
to recognize expressions of lasting worth, for "judgment or style is 
the last and crowning fruit of a long experience. nl 
g) Repetition and survival are tests of greatness in 
literature. 
Repetition and survival are tests of greatness in literature. 2 
The truly sublime will "please all and always." When different ages 
of' the world, with different. races of people who have different inter-
ests in life pronounce similar verdicts, there is certain evidence of 
greatness in the work. The sublime in literature is .lasting because 
it is close to the central truths of life and is expressed with equal 
beauty of form. This centrality enables it to withstruad the adverse 
judgments of novel movements in criticism and proves the permanent 
vitality of the great forces of literary tradition. .Ari s tophanes 
was the earliest of' the Greeks to see that literature appealed to 
all ages. The works of Aeschylus did not die with him, he said, 
as those of Euripides did. Longinus explained the test of survival 
more definitely. He gave the highest rank of all to those works 
1. Ibid., VI 
2. Ibid., VII, 3, 4 
------------~------~---------------
that continued to appeal to the intelligent of all ages with much 
repetition, and which remained impressed upon the memory or the in-
dividual. The judgment of all posterity, he noted, tends to concur 
on the preeminence of certain authors. 1 
h) A study of the work or authors of recognized 
greatness is of great value to the aspiring author. 
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For Longinus the central source of the sublime was the elevation 
of mind and sublimity of soul of the author. This was a natural en-
dowment, the gift of genius rather than mere talent, but which, never-
theless, profited by a study of the understanding and appreciation of 
the sublime in others. The examples or the sublime in the works of 
others have a tendency to inspire the souls or those who imitate them 
in spirit. 2 Longinus definitely advised the authors of his day to turn 
to Homer, Plato, Demosthene·s, and Thucydides to see how they would have 
expressed themselves in simil·ar circumstances, and furthermore, how they 
would receive the finished product on hearing it. 3 Still .further, he 
asked the writer to consider the possible reception of his work by 
future ages. He recognized the vital nature of the continuity pf tradi-
tion. In questioning the dearth of great writers in the age in which he 
lived Longinus suggested that the spirit of the times was not conducive' 
to elevation of thought and implied a certain connection between 
the author and his environment. He maintained that the seeking after 
novelty both in expression and ideas that was the common practice 
of his day was the basic cause of "ugly and parasitical growths" 
in literature. 4 In searching for examples of sublimity he trans-
1. Ibid., XXXVI, 2 
2. Ibid., XIII, 2 
3. Ibid., XIV, 1-3 
4. Ibid., V 
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cended his own age and appealed to the best authors of ano1ent Greece, 
to those of the people of Israel, and of Rome. He saw that in so far 
as the new has a centre that corresponds with the great central tradi-
tion of the arts it may be fused with the old and become an integral 
part of the whole body of literary tradition. Such a conception of 
beauty was recognized in the aesthetics of Plato and Plotinus. In 
,~equiring the identification of the beautifUl with the good the Greeks 
held their arts to this centre and admitted a new work as worthy in 
proportion as it conformed to this standard. All good, all beauty, 
was centered in the absolute, was one and not many, and the artist 
approximated perfection in so far as he expressed this truth in accord 
with the artistic requirements of his work. Within the finite limits 
of his particular art he was expected to express the centre of in-
finity from which all beauty was derived. Though each particular 
piece of work represented an action in itself through its idealization 
of the particular it represented the universal and so its action 
was felt to be centered in repose. The ability of the new in literature 
to fuse in this way with the old is its undisputed proof of lasting 
worth. 
With Longinus we find the first real emphasis on the work of the 
imagination both in creating and appreciating great literature. 
Though Aristotle discoursed on the work of the imagination in the 
poet•s use or illusion, he did not make the direct appeal to the 
imagination that Longinus did with his emphasis on the power or 
a well constructed image to sweep everything before it and to over-
shadow the discerning powers or the mind. He recognized the place 
of the imagination in revealing intuitively wh~t was fundamentally 
and in cold analysis true to reason. His imagination had bounds 
and was restrained by adherence to intuitive truth, which was never 
at variance with reason. In his placing of the first of the five 
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sources of the sublime in deep and elevating thought he remained true 
to the Greek tradition of faith in reason. He did not discuss the 
analysis of the construction of the in~ernal parts of a poem as 
Aristotle did, but from his explanation of the sources or the sublime 
it can be intimated that he was in accord with Aristotle in respect 
to these things. His theory of art was essentially classic rather 
than romantic because of the place he accorded to reason and judgment~ 
However, he did carry the analysis of the aim of poetry laid down 
by Aristotle to a point where its saner aspects were later overlooked 
and carried beyond bounds by the leaders of the romantic movement, 
and to which he would never have acquiesced. 
--~-~--~-----------------------
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III. Summary 
From the thought of Socrates, Plato, and Aristotle the 
new literary humanism has drawn nearly the whole of its in-
terpretation of experience. Their chief contributions to its 
underlying philosoph~ are ·the discovery of the dualism between 
man and nature, the conception of the ethical nature of reality, 
man's particular province being within the realm of moral ideas, 
and the belief in freedom of the will within limits. From 
this idea of the nature of things there follows belief in the 
existence of values, in purpose or dAsign, and in human re-
sponsibility. The possibility of and resp~nsibility for human 
growth toward perfection makes the acquirement of a life of 
central human virtues desirable. Such a life aims at complete 
and full development of all its powers in accord with reason 
and proper control or restraint, so that one's sensual nature 
is subject to spiritual control. Intuition dominates, it is 
the ultimate guiding principle, but it does not contradict 
the ·reason. The new humanists acknowledge Oriental sources, 
the teachings of Buddha and Confucius, for their belief in 
the supremacy of the will over the intellAct and for their 
understanding of the functioning of the "inner check" or 
nature of the will as a negative power, although a source for 
the latter may be found in Socrates. Plato and Plotinus fur-
nish the underlying aesthetic of humanism centered in the 
identification of the beautiful and the good. 
The leading ideas in its literary criticism are furnished 
by Aristophanes, Aristotle, and Longinus, with smaller 
contributi~ns regarding style from Demetrius and Dionysius. 
Aristotle:, however, is the chief source, and his Poetics 
contain a large part of the humanistic theory. The fun-
damental idea they possess in common is the emphasis on 
judgment of literature according to standards of value that 
are arrived at from a study of the great central tradition 
of the arts. Certain fundamental ideas are recognized--
need for selection of material that is expressive of the cen-
tral truths of life, objective portrayal with reference to a 
particular purpose, a proper balance between the imaginative 
and the real effected by a legitimate use of. illusion, and 
obvious yet unobtrusive design. The recognition of a full 
measure of beauty through organic unity of composition and 
elevated and appropriate language is also found in Aristotle. 
His belief in the emotional appeal of literature and his 
emphasis on pleasures of a superior ldnd are taken over by 
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the new humanists. They are also indebted to him for his 
recognition of the right of poetry to be ,judged on its own 
merits and in accord with its own aims and laws, while they 
emphasize equally with the Ureeks the high moral quality of 
literature that is necessary to make the highest artistic appeal. 
In their judgment of literature they are also in accord with 
Aristotle in appealing to superior intelligence and in rely-
ing on the guiding power of literary tradition. Aristophanes 
cannot be regarded as a really important source, since his 
contributions were merely incidental indications of preferences 
rather than a particular study of literary problems. However, 
he anticipated Aristotle in every respect in what he said 
except his didactic conception of the aim of poetry. His 
ideas have been so enlarged upon and amplified by _Aristotle, 
that it is to him and not to Aristophanes that credit is 
given. the doctrine of aesthetic transport with its em-
phasis on the imagination is the special contribution of 
Longinus. His statement of the test of survival according 
to the consensus of opinion of all ages is also a contribution. 
The humanists' debt to the Greeks is centered in their 
conception of a universe that was anthropocentric in design, 
possessing a scale of values by which they judged their ex-
periences, and aiming always at an ethical ideal. Their in-
terest in the universal truths of life permeated their think-
ing and was reflected in their artistic expression of sig-
nif~cant meaning with corresponding beauty of form. Their 
highest achievements were representative of the intimate 
relation between the true and the beautiful, expressed within 
definite limitations, free from any cause that could not be 
understood as reasonable to the human intellect. This view 
of life was reflected in their literature and the fundamental 
principles which governed its action had their counterpart in 
the artistic principles which guided their poets. The new 
humanists have frequently acknowledged their tribute to the 
Greeks in their expositions on their particular type of human-
ism. A general appreciation with particular reference to Homer 
for epic poetry, to Aeschylus and Sophocles for tragic drama, 
to Pindar and Sappho for lyric poetry, and 'incidentally to 
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Plato for his style, has been expressed by Paul Elmer More 
as follows: 
"What we need chiefly is a deeper knowledge and finer 
. . .. 
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understanding of those few.authors who are really the classics. 
We need to reas·sure ourselves that as pure human literature 
they still stand supreme and unapproached. I for one am ready 
to avow my opinion, and I believe that no great advance in 
the classics is possible until this belief is proclaimed 
boldly ~nd generally, that the Iliad and Odyssex have a beauty 
and humanity that no modern epic poet has ever touched--not 
Milton, himself, though I adore Milton this side idolatry. 
There .is no lyric poetry in modern tongues that has the music 
and exquisite feeling of Sappho's Lesbian songs, or the soaring 
strength of Pindar's impassioned vision ••.••• No later philoso-
pher has translated the eternal verities into such perfect speech 
as Plato • 
••••• I still knew that here was a higher form of drama than 
anything on the modern stage, and that the art of Aeschylus 
was profounder and more lasting in its emotional appeal than 
Shakespeare's even." 
---- (I 
i 
"------------------" -----,--""~-~ 
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